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ABSTRACT
This thesis investigates Antony Tudor's choreographic style 
through an analysis of the dances themselves. Firstly they 
are located in historical and artistic contexts. Secondly, 
drawing upon theories of meaning and aesthetic quality, the 
focus is directed tow ards the m aterials of the ballets, 
recognising the role of the reader in making ascriptions.
This focus facilitates the exploration of the notion of 
choreographic style, and enables a parallel investigation into 
the ways in which meanings are constructed in dance, and 
the extent to which this itself relates to concepts of 
choreographic style.
Tudor's ballets, it is argued, demonstrate ideas and concerns 
relating to the context in which he worked, as well as 
distinctive ideas which appear to be characteristic of the 
choreographer. The ways in which the materials of dance 
and music are manipulated show diversity across his oeuvre  
but also a degree of congruence. Thus a deeper investigation 
of his style is possible through which subtle complexities of 
'm ood' and character in relation to hum an experience, 
emerge as central.
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PART 1
Singing the Interior Landscape: 
The Emergence of a Choreographer
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CHAPTER 1 
Finding a focus: researching Antony Tudor's 
choreographies
I his research has been motivated by the fact that the first time I saw 
Antony Tudor's Dark Elegies (in 1980) I was completely enthralled by it. 
Never had I seen a ballet which so completely successfully brought together 
choreography, music, theme and design in a powerfully expressive way, 
leaving a deep and lasting impression. Even before seeing any of Tudor's 
ballets, I was attracted by both his name and the titles of the ballets I had read 
about as a young student. All seemed evocative of something poetic and 
important about the significance of art in Ufe, and my first experience of Dark 
Elegies confirmed this impression, drawTng me into a 'voyage of discovery' 
which has engaged my attention ever since that time.
Finding a Focus : Researching A n ton y Tudor's Uioreographies
Antony Tudor's creative life spanned nearly fifty years, from the early 1930s 
to the late 1970s; years which embraced a period of great change in the arts as 
well as society in the West, as the modernist movement developed through 
the twentieth century. Tudor was not prolific in comparison w ith his 
contemporaries, Balanchine and Ashton, and was a slow and painstaking 
worker for the most part. Nonetheless, in addition to many small works 
made for television in its early days, several opera ballets, dances in plays, 
revues and films, he made just over fifty ballets for the stage.
Although his principal area of activity in dance was as a choreographer, 
Tudor was also a dancer, teacher and director at different times during his 
career (see Appendix). These facets of his career overlap and significant areas 
of interest which are apparent in his choreography also find echoes in other 
sectors of his professional life.
Tudor has been described as the originator of the 'psychological ballet' (Brinson 
and Crisp, 1980 pl26) because he was the first in the classical field to explore 
inner human experience in depth, by looking at the motivation of characters 
and the detail of their response to life experiences. He was more concerned 
with this inner life than with external, possibly dramatic, events in his ballets. 
He has also been acclaimed as a choreographer of great musical sensitivity. 
Sawyer, for example, has described him as 'astonishingly musical' (1986 p i  19), 
and his deep love of and respect for music has been an influence of 
considerable significance in his creative work.1
In this chapter, following a description of the original motivation for this 
research into the choreographies of Antony Tudor, the development of an 
appropriate theoretical framework for the investigation of his choreographic 
style is explained. The nature of dance itself and the possibility of 
interpreting dance, as weU as the historical and artistic context in which the 
choreographer worked, are of relevance in this discussion.
While the effect of Dark Elegies would not have been diminished had it 
appeared as the choreography of 'William Cook' instead of 'Antony Tudor', it 
is certainly true to say that the titles of ballets themselves can be of 
considerable significance in terms of providing the initial 'way in'. The titles 
of Tudor's ballets frequently suggest or evoke ideas, images, sometimes
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dramatic situations, although they rarely give any indication of the extent of 
dramatic development, or the importance of individual characters within the 
ballet
Beyond the titles, the ballets begin to unfold their significance through the 
manipulation and structuring of movement vocabulary within the framework 
of musical and dramatic elements. It is here, in the materials of the ballets 
themselves, that the focus of this study is directed. At the heart of the study 
are major questions pertaining to a) the ways in which the ballets are 
constructed, b) the ways in which meanings are constructed through the 
interaction of component parts and the engagement of the spectator with the 
work, and c) the extent to which the discernible elements w ithin the 
choreographies may point to a 'choreographic style'. These questions provide 
a framework for the research.
The first two books of substance on Antony Tudor have been published since 
this study of his choreographic style was begun, one of them only very 
recently available in this country. The first, Shadowplav (Perhnutter, 1991), is 
essentially a biography which focuses to a large extent on Tudor the man, his 
personal life and relationships, and possible influences these may have had 
on the development of his professional career. As such, it deals with issues 
which are tangential, rather than central, to the present study of the works 
themselves.
The second book. The Ballets of Antony Tudor: Studies in Psyche and Satire 
(Chazin-Bennahum, 1994), looks at individual ballets in some detail in the 
context of Tudor's life and career, drawing upon critical response and insights 
offered by Tudor and by dancers th em se lv es .  ^
The fact that these two books have now appeared, that a video documentary 
on Tudor, and a video of Tardin aux Lilas (1936) have been released, in 
addition to the broadcast on British television of a performance of this ballet 
and of Dark Elegies (1937) in the past five years, points to a growing 
realisation of the importance of Tudor's work in the context of twentieth 
century ballet. Several of Tudor's ballets have been performed in this country 
in recent years, too, although almost always by visiting companies from other 
countries.^
F inding a Focus : R esearching A n to n y  F udor's C horeographies
This is a study of the specific choreographies of Antony Tudor and the 
possible meanings or significances which may be ascribed to them. Like 
music, dance exists as a performance art, possessing a similar range of 
in terpretation  possibilities for perform ers and directors, w ith  each 
performance being, necessarily, unique and u n r e p e a ta b le .4 In the past 
dances have been left unnotated and, even now, when they are increasingly 
recorded in notation, the notion of multiple-authorship on the one hand, and 
a variety of possible 'readings' on the other, remains.^ However, notation, 
film and video are now available as tools for the documentation of dance, 
providing a more substantial sense of historical continuity in its existence.
The context in which Tudor's ballets were made, and in which they are 
received, is important in terms of the influences of modernism and the way in 
which ideas of the period are read into the works by both choreographer and 
spectator. The question of context is also significant in locating appropriate 
theoretical perspectives, since theory is itself culture-bound, and since the 
questions asked in the course of this study come from the dance itself, not 
from one pre-determined theoretical route. It may be argued, therefore, that 
it is appropriate to consider Tudor's ballets from the perspective of 
contemporary theoretical frameworks of the earlier part of this century, when 
Tudor's choreographic style was developing, and when he made many of his 
most significant and lasting works. For this reason, artistic concerns relating 
to modernism in the arts are explored in Chapter 3 (Finding a voice: Tudor's 
modernism).
The central focus, on the detail of the choreographies themselves, rather than 
the cultural and ideological inscription of works of art in contemporary 
society, allows for an approach which is indebted to ideas emerging from the 
philosophy of art and aesthetics.^ Reference is also made, however, to 
contemporary notions of the 'author' and to reader-text relationships, since 
these are issues which can be seen as points of contact in some significant 
respect betw een theories of aesthetics and art criticism, and recent 
developments in structuralist and post-structuralist thought; in particular the 
notion that 'meaning' is constructed through the reader-text relationship. ^  In 
this study, while it is recognised that wider issues, such as politics and 
cultural inscription, are clearly of significance in the creation and appreciation 
or 'reading' of art, it is the notion that art embodies personal, human issues
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beyond the political and cultural, which is the basis and justification for the 
study.
Copeland (1993) warns against too distant a removal from the artwork, 
suggesting that the artwork as a 'texT to be read in political or cultural terms 
may not, if read exclusively in that way, function as other than propaganda or 
social message, ignoring the moral or transcendent aspect of artworks and 
their potential for engaging the 'reader' in disinterested contemplation of an 
enriching nature (pp6-7). This view reflects Tudor's own central areas of 
interest, which in turn would seem to reinforce the validity of such an 
approach to his work.^
In short, it is proposed here that the study of Antony Tudor's choreography 
be located in the domain of aesthetics and art criticism, with reference, where 
appropriate and illuminating, to areas of post-structuralist literary theory.
U nder the broad um brella of 'm odernism ' appear many strands of 
development, some of which have a clear relationship to Tudor's work. The 
relevant strands of modernism here are expressionism, formalism,^ and, 
perhaps to a lesser extent, social realism. These emerge not only within the 
choreographies themselves, their themes and the treatment of those themes, 
but also in Tudor's approach to choreography and teaching, and his view of 
himself, as identified in Chapter 2 ('Bodies, musicalities, personalities').
In that chapter the focus is directed towards the choreographer himself, with 
especial reference to his working methods and what these may reveal about 
his major areas of interest and exploration in choreography. Through this 
investigation, which draws upon the testimony of dancers and colleagues, as 
well as Tudor himself, the relationship of his work to the broader artistic 
context of modernism begins to emerge.
This broader picture of modernism in the arts is investigated in Chapter 3, in 
which some of the major features of modernism and the theories attaching to 
modernism are considered, and specific issues which have relevance to the 
study of Tudor's work are highlighted, with the aim of positioning Tudor's 
work and identifying significant features which are then explored. Through
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this, it is possible to see that Tudor's work represents a distinctive strand of 
'modem ballet'.
Ideas relating to the notion of the artist as a unique individual and his 
relationship to the artwork, are investigated in some depth in Perlmutter's 
biography (1991). Tudor the man, his personality and how it may have been 
defined through environment, circumstances and relationships, and how 
these things influenced the work he created, are issues which are central in 
Perlm utter's writing. This view reflects the shift from the Romantic 
perception of the choreographer as originator of meaning, to the notion of the 
cultural construction of meaning. In the latter view the choreographer is no 
longer in a 'special' position, bu t is seen as embodying cultural and 
ideological constructs which account, to a greater or lesser extent, for the 
nature of the work produced. This approach is not itself central to the present 
study, since the focus is directed towards the works themselves and how they 
operate in relation to the 'readeP, rather than how they may have come into 
being through the life experiences of the choreographer.
The three chapters in Part 1 provide contextual parameters, namely the 
historical perspective, and the theoretical and artistic and aesthetic principles 
of the time which have a bearing on his work and which serve to illuminate 
its place in the wider context. This constitutes a framework, in the first 
instance, for devising an appropriate methodology for the analysis of the 
body of Tudor's work in Part 2 (The M edium  and the Message). The 
materials of dance, and specific choices of subject matter explored within 
TudoPs own distinctive strand of 'modern dance', provide the focus for this 
part of the study.
The objective is to develop a m ethodology for analysing Tudor's 
choreographic style. The body of works is considered from the standpoint of 
the context in which Tudor was active, as identified in Part 1, and the central 
issues which emerge provide a framework for the consideration of relevant 
source materials. Major issues are those relating to modernism and their 
implications for dance in the development of an individual choreographic 
style, including recurring questions concerning the development of a new 
movement style or language for each ballet, a deep interest in the human
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condition and human experience as potential subject matter for ballets, and 
the rôle and function of music in choreography.
An analysis of Tudor's work through source materials provides a picture of 
'm odem  ballet' in one manifestation. The selection and use of movement 
vocabulary and music, the organisation of this material, the choice and 
treatment of subject matter, ail indicate the importance in Tudor's work of the 
exploration of hum an experience and the potential of dance and music 
relationships to evoke moods and atmospheres.
The analysis model employed in consideration of the range of Tudor's work 
for the theatre is an adaptation of the Adshead (ed, 1988, Chapter 6 p p ll8 -  
121) model outlined below.
Components/elements 
Movement vocabulaiy 
Dancers 
Visual setting 
Aural setting
Form (relationship o f parts)
Overall structure 
Detail of structure
Interpretation (construction o f meaning)
Context, genre, style 
Subject matter 
Treatment of subject matter 
Qualities
Meaning/ significance 
Evaluation (making judgments about the work)
This model provides an appropriate basis for a preliminary analysis of works 
through a variety of source materials because it offers a framework within 
which collected information may be ordered, allowing for the comparison of
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dance works from different standpoints and at different levels, according to 
the materials available and the issues in question. Essentially, it is necessary' 
to identify a 'way in' to the process of generating ideas from the source 
materials available. Looking at work within a familiar cultural context (that 
is. Western theatre dance of the twentieth century) facilitates the devising of 
an appropriate theoretical framework, and the Adshead analysis model 
provides a framework for considering the materials accumulated. The 
development of a methodology from this basis is characterised by a certain 
amount of 'trial and erroP, since it cannot be predicted which facts or ideas 
will become significant in the developm ent of an argum ent, and any 
theoretical or analytical framework must allow for flexibility in the selection 
and ordering of material.
Adaptations have been made in the light of the source materials available, 
according to what may be ascertained about the detail of individual works, 
and according to issues which emerge in the process, in particular the 
problematic question of separating subject m atter from the treatment of 
subject matter, and issues pertaining to the construction of meanings in 
dance. Details of modifications and the reasons for them are explained in the 
following discussion.
In Chapter 4 (The problems of text: components and structure in Tudor's 
ballets) the notion of the 'text' in relation to dance emerges as somewhat 
problematic. In order to approach anything which might justifiably be 
described as the 'text' of a dance work, a range of tools may need to be 
employed. For example, the notated score of a dance represents a concrete 
'text' in one sense (and notated scores provide the major analytical tool in Part 
3), but, in the absence of this resource, other means of identifying the text 
need to be explored. These include, specifically, critical writing, photographs, 
programmes and other archival material. In this chapter, the investigation 
focuses on the detail of movement vocabulary, the music, and the outline 
dramatic and musical structures of Tudor's ballets. These components and 
formal features are selected in accordance with their perceived significance 
and in relation to available source materials which allow for statements to be 
made about the works at this level of analysis.
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While it is unrealistic to imagine that a set of definitive categories might be 
discovered into which features of the works might be slotted and then 
compared, there is the possibility of discerning patterns and trends among 
works, in a way which relates perhaps more directly to Wittgenstein's theory 
of 'family resemblance' among artworks. Wittgenstein, in his investigation of 
language and meaning, takes games as an example of relationships and 
'family resemblances':
Don't say: 'There must be something common or they would 
not be called 'games' - hut look and see whether there is 
anything common to all
1968 p31e
Redfem (1983) discusses the way in which this process then leads to the 
perception of 'a complicated network of similarities overlapping and criss-crossing'. 
She also refers to Wittgenstein's metaphor of the 'rope held together by a vast 
number of fibres, even though no single fibre runs from one end to the other' (from 
The Blue and the Brown Books, 1953) (p26).
Also significant, and a matter taken up in Part 3, is the question of 'context', 
that is, of any given moment within the context of the whole dance work. 
Redfem quotes from Philosophical Investigations
I see a picture which represents a smiling face. What do I do if I 
take the smile now as a kind one, now as malicious? Don't I 
often imagine it with a spatial and temporal context which is 
one either of kindness or malice? Thus I might supply the 
picture with the fancy that the smiler was smiling down on a 
child at play, or again on the suffering of an enemy. 
p67
And, later (p98) 'the surroundings give it its importance. '
Before this stage can be reached, however, the source materials themselves 
need to be considered in  terms of what they offer in both 'w itting' and 
'unwitting' testimony. This means, in effect, that material is gleaned from the 
various sources and tested for its value by comparison with other materials 
which may support or undermine a particular view put forward.
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Tudor's works have remained in the repertoires of numerous companies since 
the first successes of the 1930s, and in consequence critical writing about them 
continues into the present. The nature of critical writing has changed and 
developed considerably during this period since the renaissance of British 
ballet, although it is perhaps too obvious to point out that there was some 
excellent w riting in the 1930s, in terms of writing which offers both 
descriptive and analytical m aterial, thus opening up possibilities in 
interpretation and the construction of meanings, and there is some superficial 
writing produced now, so that it is not a matter of steady progress. The 
targeted readership is always of relevance, too. A more significant change in 
critical writing in the study of one choreographer is that of increased 
familiarity with his work. Not only are ballets written about which have been 
seen many times and in different productions with different casts, but also, 
when new ballets are seen, they are looked at in the context of what the 
choreographer has done before, and measured against past successes and 
failures. This in itself is an interesting area for study, but one which is, to a 
large extent, tangential to the present one with its focus on the works 
themselves rather than what has been written or said about them.
However, critical writing and photographs frequently provide the only 
insights into works, and what has been said about lost works may be 
compared with what has been said about works which are still accessible 
through film, video, notated score and live performance. Through a study of 
the range of source materials available it is possible to put together a 
framework for the more detailed study of specific works. Certain trends or 
recurring themes may be discerned which allow for the discussion of these 
works in terms of the choreographer's whole output, leading to the possibility 
of making informed statements about the choreographer's distinctive 
choreographic style.
In Chapter 4 source materials are also measured against their position in 
relation to modernism and contemporary theories of art and art criticism. 
Bearing in mind that there are, inevitably, gaps and ambiguities in the 
available source materials, nonetheless a level of analysis is possible which 
provides a basis for more detailed study in Part 3. That is, the body of works 
by the choreographer is examined in the light of source materials and in 
relation to modernism. Strands of modernism, or evidence of modernist
11
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trends, emerge which allow for the possibilit}' of locating Tudor's work in the 
wider artistic context of his time, in particular those strands relating to 
expressionism and formalism. Looking at subject matter and its treatment in 
structure and the manipulation of component parts, Tudor's choices reflect a 
num ber of key modernist concerns in the search for a new 'voice', the 
consideration of the nature of the m edium of dance and its potential for 
dealing with particular issues.
In Chapter 4, components and structure are examined across the body of 
works. Two components have been selected for consideration: movement 
vocabulary' and music. Movement vocabulary needs no apology for its 
inclusion, as the central and most important component in dance of this 
period. Music is included primarily because of its great importance to Tudor 
in the making of work. Music is also, of all the components apart from 
movement vocabulary', the most accessible in terms of the written sources 
available (composers and some details of music scores used appear in 
programmes and some reviews, for example).
Matters concerning other components tend to be less well represented in 
critical writings, making it difficult or even, sometimes, impossible to find 
sufficient information about enough of the ballets to be of use in making 
comparisons. For example, numbers and sex of dancers are generally difficult 
to pinpoint, and are not necessarily of key importance overall. Changes have 
occurred in several ballets over the years. The cast of Tardin aux Lilas, for 
example, was expanded when it was performed by Ballet Theater in 1940 
(American Ballet Theatre gained its new title in 1957) from when it was 
performed by Rambert. Larger resources were available, and the theatre itself 
was much bigger, so demanding a different approach in production. To some 
extent, the physical size of the theatre and the number of dancers available 
could be said to have influenced the casting of ballets, but Tudor did not 
necessarily always want or need a larger cast of dancers, as the casting of later 
works shows. TVhen he had greater resources at his command, he did not 
always choose to use them, and many of his ballets continued to employ 
relatively small casts and to be structured around small ensembles. This is of 
significance in the consideration of subject matter and its treatment, as is 
investigated in detail in relation to selected representative works in Part 3.
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Visual setting is also difficult to characterise across Tudor's ballets, because of 
a lack of relevant information. Clearly, the majority of works do have a set of 
some kind, and sometimes this is of considerable importance in the ballet. 
Pillar of Fire, for example, includes a moving set which allows for easy 
transitions between scenes without dancers leaving the stage. It is also the 
case that several of Tudor's ballets have been designed by the same artist (jo 
Mielziner, for example, who designed Pillar of Fire, also designed Shadow of 
the Wind and others, and Hugh Laing designed Judgment of Paris and The 
Divine Horsemen), but there were no long-term partnerships in this area of 
work.
Music offers greater scope in this research in terms of the ease of ascertaining 
composers and scores used. If sufficient details are noted, then scores and /o r 
recordings may be located and studied, although in the case of some 
arrangements of music, it is not so easy to arrive at the definitive score for the 
ballet. At the Ballet Club, musical resources were fairly limited; before the 
war music was either arranged for piano or for a small ensemble (Clarke, 1962 
p99). It is not always possible to discover which of these options was 
employed, or to what extent Tudor chose music according to the resources 
available. However, one of the reasons cited for Tudor's decision to leave 
Rambert eventually was the lack of musical resources (Lloyd, 1984 p42). He 
clearly wanted to be able to work with larger orchestral resources, for 
example in his plans for the Kalevala ballet, and he was concerned also about 
the quality of performances, and evidently preferred to use the two pianos at 
Toynbee Hall rather than accept poor ensemble renditions of the music in 
question.
At the next stage of analysis, form and structure are considered. The concept 
of form embraces all structural relationships between components as well as 
aspects such as the manipulation of movement ideas in phrases and sections 
of varying lengths across a ballet. In looking at the range of Tudor's work it is 
possible to consider the larger form of works in terms of scenes or episodes 
from the written resources available. More detailed aspects of form and 
structure can only be examined in relation to individual works studied in 
depth with access to either notation or video, both of which allow for looking 
forwards and backwards through the dance and perceiving smaller structural 
relationships. At the present level of analysis, it is the larger notions of form
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which are considered and compared. Two aspects of form, one concerning 
the dance structure, the other concerning the music structure, illustrate their 
frequently complementary relationship.
Subject m atter and the treatm ent of subject m atter are the two areas 
considered in Chapter 5 (What is it about? Subject matter and its treatment 
in  T udor's ballets), although, as will be seen, not only are the two 
inextricably linked, making separate consideration of them problematic, but 
an analysis of the treatment of subject matter is itself problematic because of 
the nature, variability and small amount of critical writing devoted to this 
aspect. Similarly, any examination of the possible significances ascribed to a 
given work is fraught w ith difficulties (Chapter 6: The construction of 
meaning in  Tudor's ballets). Writers have different views, values and styles 
of expression. Direct access to the works themselves is, ultim ately, 
essential, although the exploration of the problems of characterising subject 
matter and its treatment, and of potential meanings in dance, allows for 
interesting insights, especially as a prelude to detailed analysis of key-works 
in Part 3.
The notion of 'family resemblance' is one which recurs in Chapter 5, and 
further issues in relation to the construction of meanings in dance arise and 
are investigated in Chapter 6. Theoretical principles from the disciplines of 
the philosophy of art and aesthetics have particular relevance here, in the 
consideration of 'meanings' in dance. The concept of 'aesthetic awareness' 
and the rôle of imaginative, subjective response, as well as objective scrutiny 
in interpretation underpins the debate in these chapters (cf Redfern, 1983). 
Margolis, in his examination of the multi-layered properties of art lists 'key 
issues' in its interpretation:
(i) that the validity of interpretation is conceptually linked to 
the theory of the nature and determinable boundaries of 
artworks; (ii) that relativism is not in principle incompatible 
with a cognitive conception of interpretation; (Hi) that the 
defense of plural, non-converging interpretations is not, on 
cognitive grounds, incoherent...(iv) that the intentional 
properties of artworks (and other cultural phenotnena) cannot 
be restricted to what may be recovered regarding the 
psychological states of their creators; (v) that artworks, 
enduring through the shifting currents of human history, tend 
to become linked or open to being linked to contingent cultural
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(intentional) themes; (vi) that the cultural concerns (ideologies 
and traditions) of earlier societies other than our own - 
concerns that inform their work in intentionally pertinent 
respects - are themselves identified in accord with the 
diachronically shifting intentional distinctions of our own 
society.
1980 pl50
Also of importance is Wittgenstein's influential discussion of perception and 
interpretation, or 'seeing as':
I contemplate a face, and then suddenly notice its likeness to 
another. J see that it has not changed; and yet I see it 
differently. I call this experience 'noticing an aspect'.
Wittgenstein, 1968 pl93e
These issues are reflected in many a discussion of interpretation, meanings 
and the relationship of the individual to the object of contemplation and, 
while they are articulated from time to time in the course of this study, their 
influence is implicit throughout and locates the study in the context of 
aesthetics and art criticism, through the acceptance of the importance of 
critical engagement wTth and perception of the eirtw'ork.^^
Also implicit is the acceptance that statements of an interpretative kind can be 
made drawing on an overall cultural context. Related to all of these is the 
idea of 'aesthetic d i s ta n c e '.This concept frames the notion that meaning is 
fluid in historical and contextual terms, and that the 'horizon of expectations' 
implies that an artwork may continue to allow for meanings to develop 
through time, and to 'confirm, modify, subvert or ironise the expectations of 
readers' (Maclean in Jefferson and Robey, 1982 pl39). Maclean also writes that 
aesthetic distance creates 'a spectrum on one end of which lies 'culinary' (totally 
consumable) reading, and, on the other, works which have a radical effect on their 
readers', which description shows more than a passing resemblance to the idea 
of readerly /  writerly texts. (See Chapters 8 and 9).
In both Chapters 5 and 6 it is also possible to see how more recent theories of 
literary criticism may have some relevance, for example the notion of classic 
realism and 'interpellation', the 'decentring' of the subject, and the hierarchy 
of discourses. Belsey writes:
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Classic realism is characterised by illusionism, narrative 
zvhich leads to closure, and a hierarchy o f discourses which 
establishes the 'truth' of the story.
1980 p70
Belsey draws on a number of examples from literature to illustrate these 
points. The narrative or 'story' ballets of Tudor may be considered in the 
same way, that is, as demonstrating features of classic realism, with a clear 
sense of a hierarchy of discourses being evident particularly in, for example. 
Pillar of Fire, which also progresses unambiguously to narrative closure. 
However, as with notions of readerly and writerly texts, such clear definitions 
do not necessarily apply so unam biguously to specific examples, as 
mentioned in Part 3. These ideas are developed further in Part 3 when the 
four selected works are analysed in detail.
No evaluative statements are attempted in Part 2. Even those works which 
are relatively well documented do not lend themselves to evaluation at a 
distance. While it would be possible to outline the frequently contradictory 
judgments of various critics, resulting in an analysis of critical opinion, this is 
not the major purpose of this research. Nonetheless, evaluation is clearly 
implicit in all critical writing, including that of the present author.
Throughout Part 2 different theoretical approaches are tested against the 
questions arising from the study of the works themselves, and different 
stances may be seen to be helpful at different levels of analysis. Having 
considered the 'problems of text' in Chapter 4, the focus on subject matter and 
its treatm ent and questions of 'm eaning' in relation to dance works 
illuminates some of the different problems of interpretation (Chapters 5 and 
6). To ask the separate questions of 'What is it about?' and 'W hat does it 
mean?' clearly is only effective to a certain level although, while further 
questions arise demanding comparable shifts in approach, this in itself 
represents a valuable and illum inating stage in the investigation of 
choreographic style.
Out of the preliminary consideration of the available source materials relating 
to the body of Tudor's works, the following categories emerge as appropriate 
in the task of characterising the range of work, and their application in this 
context is discussed in the following chapters.
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1. Components:
Movement vocabulary 
Music
2. Form:
Dramatic form 
Musical form
3. Interpretation:
Subject matter and its treatment 
Meaning/ significance
From this preliminaiy analysis of Tudor's ballets which are discussed from a 
number of different perspectives, a small number of works are identified for 
further analysis in Part 3 (Beyond Drama, Beyond Music), chosen because of 
the extent to which they embody significant characteristics of Tudor's 
choreography, and because of their proven value, that is, their continuation in 
repertoire and the availability of video and score resources. The ballets 
selected for close study are listed below, and they represent significant 
choices in subject matter. For the purposes of this study, and in accordance
with the issues explored in Part 2, Tardin aux Lilas and Pillar of Fire are
identified as 'stoiy' ballets, and Dark Elegies and The Leaves are Fading are 
designated 'mood' ballets.
!
Tardin aux Lüas (1936)
Dark Elegies (1937)
Pillar of Fire (1942)
The Leaves are Fading (1975)
These ballets are considered from a number of analytical perspectives in order 
to explore the extent to wliich they may be seen to share significant features, 
or to possess features peculiar to themselves. The choices of focus in relation 
to this analysis have been guided by a) the analysis model (from Adshead 
(ed), 1988) employed in Part 2, b) the notion that multiple interpretations of 
art works are possible and that therefore none is presented as prescriptive 
(Margolis, 1980), and c) the concept of the imaginative subjective response 
operating in parallel with the objective response (Redfem, 1983), that is, this
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writer's perspective of what is important, significant or interesting in some 
respect is examined closely in terms of com ponents, structure, and 
possibilities in the construction of meaning.
The following, therefore, is not presented as an exhaustive analysis, but 
represents, rather, a number of possibilities in the interpretation of these 
works, with a range of specific examples used to illustrate the different points 
discussed.
In characterising ballets as being predom inantly concerned with either 
'm ood' or 'story', it is to be borne in mind that, while these are useful 
designations for the purposes of comparative analysis in particular, they are 
not in any sense definitive. The emerging picture is closer to the notion of a 
continuum, as discussed variously in Part 2, and this is highlighted again in 
the ensuing chapters. Also relevant is Tudor's own remark to John Gruen: 7 
don't know what an abstract ballet is. If I see a human body on the stage, I don't see 
it as an abstraction. I see it as a body' (Gruen, 1975 p265).
External circumstances in terms of a dramatic context for the action are an 
issue of relevance in this continuum. In the 'story' ballets, for example, the 
dramatic setting and action are seen to be of crucial importance in their 
interpretation, whereas, at the other end of the continuum, the notion of a 
community of individuals, with collective as well as individual identity, 
provides a more compelling focus of interest. This difference illustrates, in 
some respect, the difference betw een the centrality of individual 
psychological or emotional experience, and the notion of communal or social 
experience with concomitant evocation of mood.
The 'web of relationships', that is, the range of different relationships between 
individual characters, is an important feature of both the 'story' ballets and 
the 'm ood' ballets, and is differently manipulated in each. In the 'story' 
ballets the specific and varied relationships of individual characters to each 
other is established early on, whereas in the 'm ood' ballets, the 'web of 
relationships' is allowed to unfold more gradually, and is generally a positive, 
supportive component, rather than a source of frequently antagonistic 
interchange.
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The rôle of the community or ensemble provides a context or backdrop, and 
shared and contrasting movement vocabulary as well as the spatial design of 
groups function in different ways and to different ends. In addition, in all 
ballets the relationship of the individual to the group is defined through 
structural devices and the detail of movement vocabulary, and it can be seen 
that the group may act as either support for the individual, as in Dark Elegies 
in particular, and less emphatically in The Leaves are Fading, or as a source of 
conflict, as in Pillar of Fire and lardin aux Lilas.
Chapter 7 (Detachment and involvement: the m anipulation of structure in 
Tudor's ballets) deals with some of the structural differences between 'mood' 
and 'story ' ballets, that is, those in which the evocation of moods and 
atmospheres seems to be of param ount significance, and those in which 
dramatic or narrative elements take a central place in the ascription of 
possible 'meanings'. In each of the four selected ballets, the structure is 
developed in such a way as to present a single or a multi-faceted perspective, 
according to the demands of the theme. Here the notion of 'interpellation' in 
'classic realism' may be appropriate, in the sense that the spectator is 'hailed' 
and invited to identify with the character in question, to recognise the 
position of that character in a social and cultural context, thereby affirming 
the social and cultural context of the spectator. ^ 4
The 'hierarchy of discourses' in each ballet, however, is shown through the 
structure of each, and closely related to, indeed an aspect of, the manipulation 
of focus which leads the spectator or reader towards a particular response or 
reading. This issue is one which is of direct relevance, although dealt with to 
a large extent implicitly through the development of the argument in this 
chapter, again pursuing issues relating to the construction of meanings.
In this chapter the structuring of ballets is examined in terms of casting: who 
is on stage, for how long and how often, but also, what they and others are 
doing and the effect this may have. In consequence, the contribution of small 
details, as well as larger structural elements, to the construction of meanings 
is evident. The shifting of focus in the ballets is also considered, in terms of 
the relative prominence of individuals at different times, and this is shown to 
vary within and betw een ballets in a significant way.
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Formal structure in patterns and groups is another facet discussed, in 
particular the spatial designs in w^hich dancers serve to 'frame' the action of a 
soloist or pas de deux. This is a further aspect of structure, but one which 
functions in a more abstract mode, for example in the way that the spatial 
design of the group may serve to direct the focus of attention. Again the 
notion of a continuum arises. This more 'abstract' aspect of structural design 
is not limited to the ballets which themselves appear to be more 'abstract', 
although it is more often evident in those ballets. There are times when it is 
apparent in 'stoiy ' ballets as well, whereas at other times it is the detail of 
action and pathway which separates characters out and directs focus towards 
them.
Also in this chapter, musical structures are examined, with reference to charts 
illustrating the outline dramatic and musical structures of each ballet side by 
side. The intention is to examine how far these structures may work in 
parallel with each other in a given ballet, and how far the musical structure 
complements, supports, or even interrogates, the dramatic and choreographic 
structure. In all four ballets, the music score existed first in some form, 
although the specific arrangement of the score for The Leaves are Fading was 
constructed by Tudor himself. Time and its manipulation is an issue which 
has been referred to in the discussion of various ballets in Part 2, and which 
recurs here to some extent in looking at the detail of the ballets.
Chapters 8 (Idiosyncrasy and communality: the delineation of character and 
community in Tudor's ballets) and 9 (Family resemblances: aesthetic 
qualities in Tudor's ballets) are concerned with the detail of movement 
vocabulary in the ballets, but each presents a slightly different focus. Both 
chapters continue the investigation of the construction of meanings through 
the notion of 'identification', examining the ways in which individual 
characters in the ballets are drawm in detail choreographically, to emphasise 
their distinctive qualities, according to the demands of the theme. An 
example w ould be the use of danse d'école, which is a particular 
manifestation of 'dance discourse' familiar and readily acceptable in 
tw entieth-century W estern theatre dance; and although movem ents 
recognisable as emerging from this genre do not have specific 'meanings' 
attached to them (regardless of their specific cultural history), they may be 
seen to operate 'connotatively'. Similarly, the use of gesture and its
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re la tionsh ip  to recognisable everyday or realistic  m ovem ent is 
culturally-based, and will be familiar or 'readable' to W estern theatre 
audiences in a particular way, and the specific way in which these are 
m anipulated through the ballets allows individuals to attain greater 
prominence and therefore significance.
In Chapter 8 the analysis focuses on the range of movement material in each 
ballet, and the extent to which this may support certain possible 
interpretations. The manner in which individuals are presented as existing 
within a community may be significant in the development of the theme. 
Individuals w^ho share much in terms of movement vocabulary may be seen 
as belonging to a close-knit, supportive communit}^ in many cases, w^hereas 
individual characters whose movement vocabulary is markedly different 
from others around them may be seen as in some sense isolated, or alienated 
from their surroundings.
This idea is further developed in Chapter 9 in w hich ballets are compared 
w ith each other w ith reference to recurring or related movement ideas which 
appear in different contexts. For example, the expressive potential of gravit)' 
may be used similarly in different ballets (or by different characters in the 
same ballet), and either suggest similar interpretative possibilities or, because 
of a significantly different context, perhaps, a comparably different range of 
possible interpretations.
Also in this chapter the focus shifts in order to address more directly the 
significance of music in the construction of mecinings in Tudor's ballets. With 
reference to examples from all four ballets, the ways in which dance and 
music may operate together to result in multi-layered interpretation, are 
examined and discussed. Tudor's distinctive choreographic style emerges 
through the way in which he drawls upon drama and music and takes dance 
beyond them both, reflecting, incidentally, his early and abiding interest in 
these two other arts. There are resonances of psychoanalytical issues, 
although these may indeed be seen as relating more closely to the 
expressionism of the 1930s.
These examples are some of the most difficult to explain in terms outside 
dance itself. This is because they may have (and frequently do have) a
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dramatic dimension or something which connects them to a dramatic idea (or 
character), and /o r they may have a particular relationship to the music, but 
they also seem to elude interpretation in either dramatic or musical terms. 
The meaning may be constructed through the relationship of dance, drama 
and music (and the reader-text relationship), but the individual moment itself 
resists interpretation in concrete terms, and seems to be significant in its 
integration into the fabric of the w hole. This may be seen in some respects as 
a dance equivalent to Roland Barthes' notion of the 'w riterly ' text,^^ 
inasmuch as, because the 'meaning' is not immediately apparent, nor even 
easily discernible by the critic who scrutinises the work more closely, the 
'reader' is therefore required to take a more active part in the construction of 
meaning.
Because of the importance of music in the construction of meaning in Tudor's 
ballets, and Tudor's preference for late-nineteenth century music for their 
scores, there is some justification for making comparisons between the 
above-mentioned feature of his choreography and the function of 
chromaticism in music of this period. While the parallels may not be pushed 
too far, there are some potentially illuminating insights to be gained from 
comparing dance and music substance in this light, and these are also 
considered in Chapter 9.
This thesis also contains an Appendix, w hich includes further biographical 
material relating to Tudor's professional career. Volume 2 contains 
photographic illustrations of some ballets. Charts demonstrating dance- 
music structures, short musical examples illustrating important themes in the 
music scores, and an extensive range of examples in Labanotation with brief 
annotations, all from the four ballets studied in Part 3, are also included. 
These provide essential illustrative material for the discussion of the four 
ballets in Part 3 and, since many of the examples are referred to several times 
in different contexts, their separation from the main text facilitates their 
perusal.
Conclusion
In summary, the investigation of Antony Tudor's choreographic style is 
centred in the dances themselves, locating them first in historical and artistic 
contexts, and draw ing upon theories of meaning and aesthetic quality w^hich
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allow for the focus to be directed towards the materials of the ballets, while 
recognising the rôle of the reader in making those ascriptions. This focus 
facilitates the exploration of the notion of choreographic style, and 
encompasses a parallel and related investigation of the ways in which 
meanings are constructed in dance. Tudor's ballets are shown both to be of 
their time in demonstrating ideas and concerns relating to the context in 
which he worked, and also to generate ideas w hich appear to be characteristic 
of the choreographer. The ways in w hich the materials of dance and music 
are manipulated towards a given end in his choreography show diversit}' but 
also a degree of congruence w^hich allows for the deeper investigation of its 
style, and from which the subtle complexities of 'm ood' and 'character' in 
relation to human experience emerge as central.
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Notes to Chapter 1
See Chazin Bennahum (1994) and Perlmutter (1991), also Chapter 2 and Appendix.
The author is a former dancer who performed in several of Tudor's works and 
worked closely with him. Her book is nearer in approach to the present study, to the 
extent that modifications have been made at a late stage to take account of the fact 
that much material relating to Tudor and his works is now readily accessible, and to 
avoid unnecessary duplication.
Video: Tardin aux Lilas, performed by American Ballet Theatre on American Ballet 
Theatre in San Francisco (1989)
Performances in London:
Les Grands Ballets Canadiens Tardin aux Lilas (June 1987)
Rambert Dance Company Dark Elegies (June 1988)
English National Ballet Echoing of Trumpets (July 1990)
American Ballet Theatre Pillar of Fire and The Leaves are Fading (July 1990)
Ballet du Rhin Dark Elegies (June 1992)
Australian Ballet Gala Performance (July 1992)
Broadcast performances;
Tardin aux Lilas and Daric Elegies BBCTV Dance-Makers (summer 1992)
Christopher Bruce, newly appointed Artistic Director of Rambert Dance Company,
has suggested that he would like to revive some Tudor works in the near future,
however, (MackreU, 1994 p5). Birmingham Royal Ballet have mounted Pillar of Fire 
in 1995.
See, for example, Margolis:
the dancer does not work simply with positions and movements, but with 
the naturally expressive use of positions and movements generated (not 
altogether consciously) by that person's use of his own body through the 
accumulated grooming of a continuous life; md, imposed on, and altering, 
this natural and acquired expressiveness, individuated through an 
exclusively privileged experience with a single body, the dancer learns the 
expressive possibilities of different styles and the way in which his own 
performing body, stylistically informed, is viewed by knowledgeable 
observers.
1981 p421
This illuminates the unique aspect of every performance but also indicates the 
continuous flow of interpretative possibilities between choreographer, performer and 
spectator.
Belsey (1980) writes 'meanings circulate between text, ideology and reader, and the work of 
criticism is to release possible meanings' (pl44).
Some of the writers on interpretation and art criticism and issues of relevance to 
these which inform this study are Margolis (1978, 1980, 1981), Copeland (1993), 
Redfem (1983) and Wittgenstein (1968, tr Anscombe).
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' Jefferson and Robey (eds) write
The readerly text is the one that as readers we passively consume, whereas
the writerly text demands the reader's active cooperation, and requires him 
to contribute in the production and writing of the text. It wotdd in fact be 
more accuraU to speak of readerly qualities in a text, sùice m  text is purely 
readerly nor purely writerly. The sciiptible/lisible distinction represents a 
scale of values by which individual texts may be evaluated.
1986 pl08
® See also Tilghman (1991), especially Chapter 7: 'Discerning the Humanity in Art'
(ppl43-172).
 ^ See Copeland and Cohen (1983) with reference to formalism:
According to Greenberg, the quest for purity is one of the hallmarks of 
modernism. The true modernist art ivork must not only conform to the 
underlying principles of its medium; it must also actively acknowledge 
those limiting principles and jettison anything that might obscure its 
essential nature.
1983 pl07
(see also pl70 et seq for further discussion)
This characterisation may be seen to have particular relevance to the work of 
Balanchine, rather than Tudor, but there are areas of overlap, and different points 
along the continuum of expressionism-formalisip, as discussed in Chapter 3.
I® See Margolis (1980) re the possibility of multiple interpretations, however.
11 See also Best (1985), McFee (1992), Redfem (1983) who draw upon Wittgenstein and 
others in the development of their arguments.
12 See Jefferson and Robey (eds, 1986) re Hans Robert Jauss (pl38).
I^ An example is the way in which the ballets are structured in order to bring specific
characters into prominence at different times. The extent to which any one character 
becomes 'significant' is influenced very strongly by this, and by the particular range 
of movement material given to that character; its difference from and similarities to 
the movement material of other characters in the ballet.
I^ See endnote 11 above, also Belsey (1980 p70). Pillar of Fire has already been referred
to in this context, but it is interesting to compare it, in terms of narrative closure and 
the hierarchy of discourses, with Tudor's penultimate ballet. The Leaves are Fading 
(1975) and others, which might be seen as lying at different points along the 
continuum.
I^ Lacan writes
The unconscious is that chapter of my story which is marked by a blank or 
occupied by a falsehood: it is the censored chapter. But the truth can be 
rediscovered; most often it is already written elsewhere.
in Sturrock, 1993 p99
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While the movements referred to in this context may seem to be elusive, they also, 
perhaps, may be said to embody aspects of meaning 'written elsewhere' in the sense 
of their existence and significance within the wider context of the whole.
See also Belsey (1980), Jefferson and Robey (eds 1986) and the developments of 
Lacanian theory in the work of French feminist theoreticians Julia Kristeva, Luce 
Irigaray and Helene Cixous; also endnote 3 Chapter 3 re expressionism.
See endnote 7 above.
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CHAPTER 2
'Bodies, musicalities, personalities'
Introduction
This chapter focuses on Tudor's working methods in choreography and 
teaching, from his owm and his dancers' and students' perspectives. Through 
this investigation, certain areas of interest emerge which are central to his 
w'ay of thinking and working. His location within the wider framework of 
modernism in the arts also begins to be illuminated, and this is further 
explored in Chapter 3.
Tudor's choreographic activities embraced a range of settings, beginning at 
the Mercury Theatre in London, with its tiny stage and limited resources, and 
encompassing larger establishments with theatres and sometimes resources to 
match, as well as television, film, opera and musical theatre work, and work 
with students. Although his base after leaving England in 1939 was the USA,
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he also travelled widely, creating work in a number of countries, as well as 
mounting existing works on different companies round the w orld. I His 
career ended, as it began, with ballets created on young dancers at a relatively 
early stage in their careers.
2.1 I have no theories'
Through the various interview's that Tudor gave at different points in his life, 
it is clear that his approach to choreography reflects expressionist rather than 
formalist concerns. His continual reference, w'hen working in class or the 
rehearsal studio, to character, motivation and human experience, underline 
this. Divisions between expressionism and formalism are not always clear- 
cut and, indeed, Tudor said sometimes quite contradictory things. This also 
emerges in the w'ay that professional dancers and students have related their 
experience of his working methods (see 2.2,2.3 and Appendix).
In an interview' w'ith Selma Jeanne Cohen, Tudor said that he had 'no theories' 
about choreography (Cohen, 1954 pl4). However, w'hat emerged in the 
course of that interview' w'as that Tudor adopted a flexible approach to 
choreography, employing whatever methods seemed appropriate at a given 
time in order to achieve a certain aim. This could mean finding the right 
music to go with an already developing idea, as Cohen suggested in this 
interview and as Tudor himself has said elsewhere to have been the case, for 
example in the creation of Tardin aux Lilas and Echoing of Trumpets (Rosen, 
1974-75 pl6).2 In the case of the former, Tudor began working with a 
different piece of music from that w'hich he w'ould eventually use for the 
ballet, and the fact that the original choice of music was soon abandoned 
illustrates the importance to the choreographer of matching the music to the 
idea.^ This is further borne out by his comment to Nancy Reynolds
I prefer to find music first and then look for an idea, since the
other way round is terribly difficult.
Reynolds, 1977 p63
He also said that Dim Lustre came from the music (Richard Strauss' Burleske 
for Piano and Orchestra) and was completed in only three weeks from first
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hearing the music (Anon, 1974 p42), although the speed with which he 
worked on this occasion was by no means typ ica l. 4
Whether the idea or the music came first, music was always considered by 
Tudor to be a 'partner' (Gruen, 1975 p260) and therefore of equal significance 
to the dance in the creation of choreographies. The fact that it w'as sometimes 
the music and at other times the idea which presented itself to him first, 
reflects the twin concerns of Tudor's w'ork, character and mood.
There were occasions when an idea w ould demand a considerable amount of 
specific research in order for it to be realised in the choreography. Both the 
areas of research, and Tudor's attitude towards it, reflect modernist notions. 
For example, both Undertow' (1945) and Shadow'play (1967) required a great 
deal of preliminary reading, for the former, in psychology and psychiatr}' 
and, for the latter, in tropical and oriental studies. This research then allowed 
ideas to come 'of themselves' in the actual choreography (Barret, 1945, Rosen, 
1974-75). In interview' with Dorothy Barret, Tudor described himself as 
choreographer as 'a medium through whom ideas flow in rapid succession' (1945 
p37). The choreographic process then consisted of selecting and arranging 
these ideas.^ The point is expressed again in the interview' with Lillie F Rosen 
in relation to a specific bcdlet. Pillar of Fire (1942). Tudor described the long 
talks W'ith dancers about the detail of the lives of the characters and their 
personalities
We got the movements out of those talks and then, the 
movements established, we didn't need the thoughts any more, 
fust the movements.
Rosen, 1974-75 p l8
Establishing character through movement vocabulary has clearly been central 
to Tudor's choreography. Dancers have frequently referred to this,^ critics 
have analysed it, and Tudor himself has returned to the underlying principle 
in various interview's
You have to know the body, what it can convey and make it 
able to do that. Above all, you must understand the character 
thoroughly before you do anything.
p21
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In the same interview Tudor spoke of devising
movements to establish the language in which you will work, 
movements conveying the spirit of the ballet. 
p l6
The capacity for movement to reveal character has been likened by Tudor to 
Shakespeare's skill with words, expressing "'A World in a line'" (p21). Again, 
in the same interview, Tudor said that 'voluminous programme notes' should 
not be necessary
Whatever you show must be understood by an audience within 
the balletic framework, whether with full or minute gesture.^ 
p l6
However, he has also expressed the opinion that audiences should 'be trained 
as well as the dancers to do some of the work' in order 'to gain the fullest enjoyment' 
from a ballet (Barret, 1945 pl2). In this instance, Tudor was speaking 
primarily of Undertow (1945), of which he also said To everyone in the audience 
it meant something quite different which I think is good' (pl2).^
Dancing, said Tudor 'is not cerebral'
The task of the performer is not to get his mind to work but to 
let the body function on its own.
Cohen, 1954 pl4
He also described dancing thus
It is feelings of muscles, feelings of joints, even proper 
breathing. That's what counts. It isn't ideating emotions.
Rosen, 1974-75 p l9
Again it is clear that the medium itself is the vessel of communication, 
without 'interpretation' on the part of the dancer, and the relationship to 
modernist movements of both expressionism and formalism (in terms of the 
central importance of the medium) is underlined.
His way of using the body, he said to Donna Perlmutter, was a development 
from Fokine
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I did what Fokine, in Les Sylphides, did before me -  the idea 
that all dance comes pvm  the torso. He freed the body and I 
just continued.
Perlmutter, 1986 p25
This indebtedness to Fokine is evident also in the importance placed by Tudor 
on the music and the dancer's sensitivity to music. In order to achieve his 
aims in choreography, Tudor needed to work with dancers with whom he 
could establish a rapport, as he said in interview with Rosen
You must work with syinpathetic bodies, tnusicalities, 
personalities.
Rosen, 1974-75 pl5
Marilyn Hunt recounted an interview' on a Sw'edish television documentai^ 
in which Tudor expressed the belief that he, in common w ith all 
choreographers, expected his dancers 'to treat him like God. '
Of course if you're going to be God, you've got to have all your 
children...and you've got to train them to be sensitive to 
everything you want: that is, the ~shape of an arm pressing 
through space, the feel of the air around them, the sound of the 
music, to be sensitive to the emotion you're conveying to the 
audience, and how to express it.
Hunt, 1987 p36
W hen working w'ith Anthony Dowell on Shadow'plav (1967), Tudor 
encouraged the young dancer to make suggestions about w hat he might like 
to do (Rosen, 1974-75 p22). This w'as the w ay he chose to get to know' Dowell, 
in order then to be able to choreograph on him.^
Tudor's statement that he had 'no theories' about choreography can thus be 
reinterpreted. While it is clearly not the full story, since his ideas about the 
expressive potential of dance w'ere evidently central to his work, it is also 
apparent that no one formula was applied throughout. It might be music that 
triggered an idea, or else a story or anecdote; characters might be developed 
out of dancers' ow n personalities, on other occasions dancers were required 
to 'become' those characters. Sometimes choreography was set to the last 
detail by the choreographer ('/ choreograph to the eyelash’ Tudor in Thorpe, 
1973 p24) and at other times dancers w'ere actively involved in the creative 
process (as was Dowell in Shadowplav) or allowed to contribute (Laing set
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his own 'walk off in Pillar of Fire, (Cohen, 1963 p79)). These things being the 
case, Tudor's approach to choreography is perhaps best summed up by the 
choreographer himself:
the way to choreograph is to put oneself in a studio with some 
dancers, create some movements, and just from these 
movements, MAYBE you get a ballet.
Rosen, 1974-75 p23
These dancers must, however, be 'sympathetic bodies, musicalities, personalities ' 
(pl5), W'hich W'as clearly an essential prerequisite for Tudor in his ow n 
creative work, with its focus on life experiences and the individual 
perspective, and the central rôle of music in the development of chosen 
themes.
2.2. Showing 'emotion by motion'
The importance of dancers being 'sympathetic bodies, musicalities, personalities' 
is also illustrated from the perspective of some of those dancers in various 
writings about Tudor and his working methods, in terms of his approach to 
the creation of movement material in relation to the chosen subject matter, 
and in terms of the practical experience of time spent in the rehearsal studio 
in the making of w'ork. Maude Lloyd, who danced in most of his ballets of 
the 1930s, said
He never liked what he first set. He had to dig deeper and 
deeper into himself to find exactly what he wanted; if it wasn't 
exactly right, he didn't want it. So he discarded and discarded.
Hunt, 1983 p7
There were times, how'ever, when the choreography flowed easily and never 
needed to be changed. Tudor himself described the creation of the first scene 
of Shadowulay (1967) w'ith Anthony Dow ell being set in a single morning 
(Rosen, 1974-75), and Lloyd (Hunt, 1983 pl8) described how' the pas de deux 
from Dark Elegies was, similarly, created in a single morning. Neither work 
needed subsequent revision, in the view of the choreographer, which 
contrasts strongly with Lloyd's other description (Hunt 1983).
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Most dancers have agreed that Tudor, having set the choreography, would 
insist that it be performed in exactly that way. Hugh Laing, his leading male 
dancer for many years, as well as close friend and associate, said
He never adapts movement to the dancer. He shows you what 
you have to do, and you must do it his way. You just work by 
yourself until you have it.
Cohen, 1963 p73
Lloyd underlined the logical connection between precision in performance 
and lack of 'interpretation' by explaining that every smallest detail was 
important in order to achieve the right effect and that, thus, the right feeling 
w'ould be conveyed through the movement itself, without it having to be 
'shown' by the dancer (Hunt, 1983 p ll) .I^  As an example, she cited Tudor's 
instructions in relation to Gzda Performance (1938)
Now, I want you to do a little gesture here, and a little gesture 
there.
Hunt, 1983 p21
These 'little gestures' would then sufficé to convey the appropriate 
expression. Lloyd also described the opening of Jardin aux Lilas, in which 
Caroline slides her hand dow n the other arm behind her back, and through 
this movement suggests 'How am I going to bear this?' (Lloyd, 1984 p43). H
Most of Tudor's ballets are built upon characters, whether within the 
framework of a narrative action, such as Pillar of Fire, or within a work of 
mood or atmosphere, such as Dark Elegies. Whichever sort of ballet it is, the 
movement vocabulary is tailored to that work, and grows out of the 
characters. This Tudor achieved in different ways with different works. 
Lloyd suggested that Tardin was made on four characters herself, Laing, van 
Praagh and Tudor (in Hunt, 1983). However, 'we never discussed what the 
characters were like' she said, 'they came out of the dance'(pl2).^^  Nora Kaye, 
creator of the rôle of the heroine Hagar in Pillar of Fire (1942), described a 
different approach, telling of long discussion about the characters in the ballet 
and the detail of their lives
We lived our characters before Tudor set a single step. Then 
when he began to choreograph, it seemed perfectly natural to 
move that way.
Cohen, 1963 p77
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This illustrates something of the importance for Tudor of developing 
movement vocabulary anew in each work, w ithin his chosen range and 
growing out of the demands of the chosen subject matter, but also the 
importance, to Tudor, of a close and logical connection between art and life; 
both facets of modernism itself.
Luda Chase's comment is also illuminating in this respect
He shows emotion by motion, by demonstrating the 
movement. You have to sense the meaning from him; to find 
out what he is after, you have to keep doing the movement until 
you feel i t
Cohen 1963 p73
Nana GoUner recorded that she was actually allowed to 'toy around' with the 
choreography (in Pillar of Fire) until it became 'second nature' to her, 
'developing at the same time the characterisation until the two grew together in a 
unit' (in Cohen, 1963 p75), which suggests a similar idea. If a dancer were 
thought by Tudor to have the right understanding of a rôle, then she or he 
might be encouraged to contribute creatively, as did Hugh Laing in Pülar of 
Fire, with his exit. Then, it would be the 'characteri creating the movement, 
not the dancer; suggesting affinities with expressionism and the centrality of 
the individual.
Wilson described the great difficulty of getting the right feeling sometimes, 
recounting her experience of learning Park  Elegies, knowing and being able 
to perform  the steps, bu t never knowing if she had danced a good 
performance or not. Wüson suggested that Tudor actively wanted dancers to 
be unsure in order, perhaps, to avoid the danger of complacency and of 
taking the edge off the work^^
It's always some unknown thing, and that's what keeps it alive.
That's what's so wonderful.
Gruen, 1975b (March) p43
Maude Lloyd and Peggy van Praagh have both said that Tudor liked best to 
work w ith dancers he knew well. 'He needs to feel that people believe in him' 
(Lloyd in Hunt, 1983 pH). Van Praagh described how he would work with a 
few dancers, developing a style for the work, then teach the rest of the cast
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We were the instriunents through and with which he created 
the rôles and communicated his ideas to the audience.
Van Praagh, 1984 p60
This relates to Tudor's expressed notion of himself as the chamiel through 
which ideas poured, which again reflects a modernist view of creative work, 
particularly within expressionism. It also underlines Tudor's approach to the 
materials of dance, including the dancers themselves, who needed to be able 
to bring their hum an expressive potential to his choreography. Maria 
Kamilova said that Tudor was always 'looking for people not siinply brilliant 
technicians' (Cohen, 1963 p57). However, Diana Adams pointed out that 
'Tudor dancers' needed to be 'brilliant dancers' as well (p74). Clearly the 
instruments needed to be finely tuned.
Lloyd described Tudor as very self-critical and unsure of himself (Lloyd, 1984 
p21), and needing encouragement all the time in his work. This self-criticism 
was a large part of the perfectionism apparent in his work from the 
beginning. It also seemed to be outwardly-directed towards his dancers; 
many have commented on his excessively demanding attitude in rehearsals, 
of being often sarcastic and seldom giving praise. Despite this, in the early 
days of Ballet Theater, said Diana Adams, all the company hoped to be 
chosen to dance in his works: 'He was like God to the dancers' (in Cohen, 1963 
p55). Muriel Bentley added that 'it made us nervous, too, because we felt the 
tremendous responsibility of living up to his expectations' (p60).
Kathleen Moore, who came to the rôle of Hagar only in 1987, agreed that 
Tudor was very demanding and not encouraging, but added
Things he says are right on the mark, able to bring forth the 
feeling he wants from you.
Hunt, 1987 p44
It is evident that Tudor, while frequently seeming to treat his dancers quite 
harshly, criticising often and not giving encouragement or praise, also 
commanded their great respect and often affection as well. I ^  Perhaps dancers 
recognised his own self-criticism and striving for perfection, and appreciated 
the fact that he was often able to draw much more out of them than they 
knew they had to offer (Kaye, Kamilova, Markova et al. in Cohen, 1963).
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Kamilova described Tudor as 'cruel and demanding' and apparently unable to 
say anything positive, but, at the same time
he never let you feel you were just a member of the corps. You 
were always an actress, a character. He worked as much on 
each minor rôle as he worked on the leads. Though he badgered 
us, he also gave us a feeling of our own importance.
Cohen, 1963 p81
2.3. 'Concepts, human beings, emotions'
The perfectionism apparent in Tudor's approach to choreography is also 
evident in his teaching methods, although he could show sym pathy, 
understanding and encouragement towards young students at times, which 
contrasts strongly with his sometimes tyrannical persona in rehearsal 
situations. His interest in character and the means of conveying character and 
mood through movement, and his intense respect for and love of music, come 
through very clearly in the descriptions of Tudor the teacher offered by 
students and colleagues. Also apparent is his wider interest in dance as a 
serious art with a rich and important heritage.
The dancer, Paul Sansardo, said, in an interview with John Gruen
VJhat led me to the love of ballet was Antony Tudor...When I 
went to study with Tudor, he didn't teach ballet as ballet is 
generally taught. He taught Tudor. In class, you saw his 
extraordinary sense of music, his very sharp, critical English 
mind. With Tudor, it was never just ballet. It was concepts, 
human beings, emotions. It was interesting to watch the 
way he taught class, the way he played with people, the way he 
brought things out, the way he challenged.
Gruen, 1975b p59
Further discussion of Tudor's teaching methods is included in the Appendix.
In summary, it emerges that Tudor the teacher was little different from Tudor 
the choreographer. Since he expected high standards, he could cause both 
fmstration and distress in his dancers, but was also capable of great patience 
and encouragement with those less experienced. Perhaps in his dealings with 
people he applied the same 'no theories' approach as he did to choreography
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and teaching, simply adopting the appropriate methods to achieve his aim. 
As a teacher, this was to develop the innate talents of students and help them 
to a greater understanding of and respect for their art. This he did not only 
by making clear the principles behind the technique, but also by challenging 
the understanding and sensitivity' of his students through the originality of 
his teaching.
Elizabeth Sawyer was Tudor's accompanist for several years at the 
Metropolitan Opera. She has offered a string of adjectives to describe him as 
a teacher, qualities which emerge equally in Tudor the choreographer and, 
not surprisingly, Tudor the man
Absorbing; demanding; unpredictable; subtle; witty; superbly 
and astonishingly musical; amusing; maddening; capricious; 
endlessly enlightening and stimulating; unfathomable; 
unparalleled.
Sawyer, 1985 p ll9
These adjectives not only echo the comments of students, dancers and other 
colleagues about Tudor in different contexts, but also, predictably, reflect 
something of the major concerns of Tudor as a choreographer, which emerge 
in his choreographies in a variety of ways but chiefly through the exploration 
of dance's potential to deal w ith physical m anifestations of inner, 
psychological experience, and its potential to combine with music in the 
subtle evocation of mood and atmosphere.
Conclusion
In looking at Tudor's approach to choreography and teaching, and the 
perception of dancers and students who worked with him, it is apparent that 
he aimed to develop and refine his ideas with each new ballet he made. 
Manipulation of the medium of ballet, and its potential as an expressive tool 
for the exploration of ideas relating to the human condition, with particular 
focus on the possibilities inherent in dance-music relationships, are all made 
evident in the way he and others have written and spoken about him. The 
fact that he was not a prolific choreographer may be ascribed both to the 
shape his career took, in terms of the lack of a constant base and the amount 
of freedom he felt he needed to work in the way he wanted to,I^ and to the
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uncompromising approach he adopted to choreography, not being satisfied 
with anything until it was fully worked out in accordance with his ideas. 
These ideas are explored further in Chapter 3 in the context of modernism in 
the arts.
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Notes to Chapter 2
See Perlmutter (1991) and Chazin-Bennahum (1994).
Tudor said on another occasion, however 7 suppose [the idea for Echoing of Trumpets! 
began when I heard the Martinu music' and 'one passage sounded like gunshots. Another 
passage reminded me of a plague of locusts' (Anderson, 1966 p42), these stimuli being 
transformed into the war theme for the ballet
Tudor began working to piano music by Fauré (Ballade for Piano and Orchestra) 
(Gruen, 1975 p261), but found the piano timbre too percussive, whereas the violin 
solo of Chausson s Poème offered a greater potential for the singing^ quality he felt 
was more appropriate, closer in timbre to the human voice and therefore, perhaps, 
potentially more 'expressive' of human experience. Tudor also indicated that the 
Martinu Fantaisies Svmphoniques (the score of Echoing of Trumpets) suggested 
various images to him relating to the theme of war (see endnote 2).
Many more instances have been noted of the long, painstaking process of much of 
Tudor's choreography, with whole sections not being completed until sometimes 
only minutes before curtain. Suzanne Ames (1973) has also commented on Tudor's 
procrastination, describing last-minute rehearsals on stage before curtain-up, or on 
the roof of the Opera House in the interval, or of Tudor completely re- 
choreographing whole sections of a ballet, minutes before its performance. Sono 
Osato, who danced one of the Lovers-in-Innocence in Pillar of Fire, also commented 
on Tudor's painstaking approach: 'Tudor worked very slowly. He would often stand for a 
long time lost in thought and gazing into the air, one finger on his lips' (1980 p430).
Dancers working with Tudor during the creation of new works have commented 
frequently on his perfectionism and very slow speed of working. To John Percival, 
Lloyd also said
One of the reasons the Jardin pas de deux were so slow in composition was 
that he wanted to avoid the obvious flowing line of the music, and at every 
rehearsal for Hugh [Laing] and me he wrote what we thought were beautiful 
phrases, only to say next morning that he wanted to scrap them and start 
afflin.
Percival, 1963 p23-4
Peggy van Praagh, another dancer who worked with Tudor in the 1930s, 
corroborates Lloyd's remarks (van Praagh, 1954), and Agnes de Mille (de Mille 1951 
and 1987) has described Tudor's way of putting off setting the choreography finally, 
sometimes until literally the last minute. She said that the strain on the company at 
times like this would be tremendous, but also that 'at this hellish moment he does his 
best work literally the best' (pl94). Whether this was always his best work, as de Mille 
suggests, is open to question.
One is immediately reminded of Stravinsly's similar remark about being the vessel 
through which creative ideas could come into being particularly in relation to his 
ballet Le Sacre du Printemps (1913) (Stravinsky and C r^ , 1981 ppl47-8), but also, by 
extension, of the whole area of modernism in the arts. However, while these 
comments reflect a modernist view of the central importance of the 'medium' in any 
art-form, and are therefore illuminating in terms of locating Tudor in the context of 
modernism generally, it is also the case that Tudor was given to saying different.
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sometimes contradictory, things at different times, both in interview and in the 
rehearsal studio.
 ^ Indeed, the extreme demonstration of this principle came with the same ballet, when 
Sallie Wilson (the first dancer to take the role of Hagar after its creator, Nora Kaye, 
stopped performing) gave a performance that she felt to be distracted and therefore 
not good, only to be told by Tudor that she had now got it right, presumably because 
she had the physical action of the choreography correct, and her personal feelings at 
any given time in performance were of no significance in terms of conveying the 
right ideas to the audience. Or, in the fact of not 'interpreting' the choreography, she 
was the better able to allows it to speak for itself. She made a similar remark about a 
performance of hers in Dark Elegies which had elicited the same response 
(Perlmutter, 1991 p249, and Gruen 1975a p43).
 ^ 'Minute gesture' is widespread in Tudor's ballets. The use of subtle but clear gesture
in conveying aspects of character, relationships and mood was of especial importance 
in works made for the tiny Mercury Theatre stage, where the front row of the 
audience could be within touching distance. However, this remained a characteristic 
feature of Tudor's work even after he began to make work for larger stages and 
auditoriums (Pillar of Fire, Sunflowers. The Leaves are Fading et al).
 ^ Certainly Tudor intended his w orks to be understood, but not facile and remaining at
the level of 'entertainment'. He was ambitious for ballet, perhaps, and his belief in its 
potential for subtle and penetrating expression led to a corresponding belief that the 
audience should engage actively with works in performance. This outlook is 
reflected in his lecture series delivered at Morley College in the late 1930s (see 
Appendix). The notion that the ballet in question might mean something different to 
each member of the audience, and for this notion to be welcomed by the 
choreographer, suggests the idea of the 'open' text (see Chapter 1). Roland Barthes 
wrote: 'the goal of literary work (of literature as work) is to make the reader no longer a 
consumer, hut a producer of the text' (1974, quoted in Belsey 1980 pi 25).
 ^ In the event, it took a little while to establish a rapport, because Dowell was young,
inexperienced and unassuming, perhaps not confident enough to make positive 
suggestions himself. Tudor's breakthrough came when he happened to see a fresh 
mango on a market stall en route to a rehearsal, and used it to surprise Dowell and 
illuminate the sense of wonder he wanted Dowell to convey looking up at the 
imaginary tree. The result, in this instance, was that 'incredibly, one hour later we had 
finislied the first scene. It was nroer changed' (Rosen 1974-75 p22).
In order to train his dancers to be 'sensitive to everything you want' Tudor would 
evidently be prepared to be sensitive himself towards his dancers and what might be 
necessary to bring from them what he required, although this approach might 
manifest itself in veiy different ways, as students and dancers have recorded. (See 
Moore in Hunt, 1987 p36; also 2.2 and 2.3 and Appendix).
10 Peggy van Praagh said much the same thing:
Tudor...would insist on every movement being performed in just the way he 
wanted, and woidd spend hours exactly fitting a dancer to his conception of 
the whole. Usually he chose difficult music and would not accept the 
slightest variation from his interpretation.
in Percival, 1963 p23
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Diana Adams said that dancers should not need to 'interfvet' Tudor's choreography, 
because ‘the movement itself should suffice' (in Cohen, 1963 p76).
11 Lloyd has also spoken of the same idea in relation to Dark Elegies (BBCTV 1976), and 
that the emotion should never be shown on the faces of the dancers, but through the 
movement itself. Tudor's own performance in the same ballet has been described by 
Muriel Bentley
in Dark Elegies, when the man places his hand on the woman's shoulder,
Tudor gave this just a slight extra grip that meant 'Don't wony, i'm 
here'...Tudor's face would be expressionless when he danced: all the feeling 
was in his eyes. His face was mobile in its immobility.
Cohen, 1963 p60
Sono Osato's first experience of dancing with Tudor was in Pillar of Fire. She 
describes the rehearsal
As a dancer, Tudor was not a formidable technician, but even in rehearsal, 
the emotional quality he brought to the ballet was ovenvhelming. Just his 
bearing and the simplest gesture towards each of the sisters showed how 
well he knew them and how varied were his feelings for each of them. Even 
at rest, his face and posture revealed the depths of his love for Hagar. As 
they moved through the final pas de deux in perfect harmony, all Hagar's 
tension and agony fell away. Their steps were slow, sustained and trusting, 
flowing into lifts both tender and exalted. When the final chords sounded, 
we sat motionless, tears streaming down our faces.
Osato, 1980 p432
Osato's description highlights those elements of the choreography (and Tudor's 
performance of it) which evoked the most powerful response in the watching 
dancers, and it is clear that the detail of the choreography itself, and the control of 
this, was the medium of expression, rather than 'interpretations' in terms of 
superimposed dramatic effects, by Tudor and Kaye.
12 Tudor also said (Swedish documentary 1985) that he himself had been all of the 
characters, that is, he drew on his own experience and personality traits. This is also 
interesting in the light of what Perlmutter says about Tudor's personal life informing 
various later works: Pillar, Undertow and others.
H  Tudor's different approach in the creation of lardin and Pillar could have been
adopted for a number of reasons, according to how well he knew the dancers, for 
example, and how  ^ close he felt to them. Also, the specific demands of the theme 
would perhaps be significant; although these two ballets share certain thematic and 
choreological aspects, they do also differ in a number of important respects, as 
discussed in Part 3. With regard to the later ballet, Sallie Wilson, who eventually 
took over Kaye's role in Pillar of Fire, said 'Tudor made you aware of the fact that when 
you weie stqiping on the stage, you're not coming in from the wings, but from where you 
were. Eveiy thing is really a continuation of the action ' (Cruen, 1975a p44).
14 Later casts sometimes experienced problems in understanding their roles, and
Perlmutter (1991) suggests that Tudor was very much affected by the environment he 
found himself in and the circumstances of different productions, and would seem not 
to want to be involved, leaving the dancers to their own devices, almost. Makarova
describes her own experience of dancing in Dark Elegies, commenting that Tudor 'did 
not like to prepare roles carefully, but left the dancer the freedom to improvise and express
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himself (1980 pi 04). However, it is interesting to compare these observations with 
others made by Sallie Wilson and Kathleen Moore, for example (see below).
Tudor was also a dancer himself, of course (see note 11 above), and although he was 
never considered a strong technician, his interpretation of rôles made on himself was 
greatly respected. Hall remarked that Tudor's talent as a dancer was slight, but that 
'he used his hands and head with unusual subtlety' (1950 plOS). Writing of early 
performances of Dark Elegies, the Sitter Out said
Maude Lloyd, Peggy van Praagh and Antony Tudor himself seemed quite 
remarkably in tune with the mood of the music, and displayed unexpected 
depths of controlled feeling.
1937c p4
John Perdval commented on Tudor's ability to move 'expressively and dramatically to 
music' (1963 p23), and all these assessments of Tudor's performance skills affirm his 
major areas of interest in choreography, namely the importance of music and its 
relationship to dance, and the importance of subtle and complex characterisation.
Wilson also said (p43) that one performance of Elegies, in which she kept falling off 
pointe and thought it the worst she had ever done, was praised by Tudor who told 
her that at last she had got it right. Tudor may have felt this approach helped to keep 
dancers alert and sensitive to the needs of the ballet; it may also reveal a deep-seated 
insecurity in him, as Perlmutter suggests. (See also endnote 4)
Makarova described Tudor as both cold and reserved, and 'not so much sparing as 
stingy with his encouragement', (1980 pl02) but also writes
all of that disappeared when he began to move, to act out his ballets in 
rehearsal. In the movements of his hands, his thin fingers, his neck, in his 
carriage, there was such internal animation and logic that it was impossible 
for me not to catch fire, not to absorb this into myself 
plOl
1® 'Concepts, human beings, emotions' offers a further demonstration of the linking of art 
and life in Tudor's work, ideas coming from life experiences, and artistic concerns 
informing different areas of hfe. Charlip also writes of Tudor's production classes 
and some of the techniques he used for teaching partnerwork. This again shows the 
close link between his teaching and his choreography
he did a wonderfid exercise in which one dancer sat on a chair and they just 
had a conversation with ports de bras and they were supposed to make it 
clear what they were saying to each other through their hands.
Charlip, 1974 p29
Here is another example of the choreographer's approach to developing musical 
sensitivity in his dancers
Taking a simple combination as a base, he placed a number of girls within a 
circle of boys. The problem: for each girl to sense contact with an 
individual. As a boy gestures towards her, she must respond with an 
appropriate variation on her assigned movement theme.
Cohen, 1954 pl6
1  ^ See Appendix, also Perlmutter (1991) and Chazin-Bennahum (1994).
42
fin d iu g  a voice :Tuiior $ moaernism
i.ifk-ér ryy'nf'd ^buyvLc^r'.-, 'L;. !/. 
"K ptAno 4 yr\z^:r-;/and -//as
- -.y-’TV. !
%; %r-: :'f-
/: / yy.'/' y-i \J  Lriy..;.;' T^ rir^ y .' Y; y. tfi
,'y..xb. '\yÿ-r .y
? r y  :Ty)Ke ::.myyyy y k , : y y y - y :y :K , ; ^  y. Yub
CHAPTER 3
Finding a voice: Tudor's modernism
Introduction
Antony Tudor's creative period spanned almost five decades, from the early 
1930s to the late 1970s, but his formative years as a choreographer were 
during the 1930s. Although it is possible to trace certain developments or 
alterations in the focus of his work over the years, it is also clear that age and 
experience, as well as a changing cultural climate, exerted some significant 
influence in this respect. The discussion in this chapter focuses on issues 
relating specifically to the cultural and artistic climate, modernism being 
central to this, of the earlier part of the century.
Bom into a lower-middle class background, Tudor moved into a completely 
new arena, not only through his association with Marie Rambert and the 
Ballet Club but also through moving to a new continent in September 1939.
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This in itself reflects certain patterns in modernism in the arts in general; 
dislocation, even perhaps alienation. It is possible to draw parallels ubth 
various of his contemporaries in this respect, George Balanchine, for example, 
in the same field of ballet.
Antony Tudor was bom William Cook in 1908, and his family lived in Central 
Street, North London, where his father owned a butcher's shop. As a boy, 
Tudor took piano lessons for a number of years, and was taken by his mother 
to see the pantomime at Christmas. 1 He has spoken of the impression made 
upon him at about age sixteen by a figure 'flitting amid a golden pool of light' 
(Percival, 1963 p5) at one of these theatre visits, and clearly his love of the 
theatre began in early youth. Later, he joined various amateur dramatic 
societies, and took dance classes of different kinds where he could. He also 
spoke of travelling on the tram, and seeing glimpses of strange activities 
going on in a large building. This tumed out to be a dancing school, which he 
later joined. ^  He suggested that he chose a career in dance (rather than 
drama) because it offered greater possibilities in terms of intemahonal work, 
since acting would restrict him to English-speaking countries (Rosen 1974/75 
pl4).^ He also once said, however, that he liked music so much that he 
w ouldn't have minded being a conductor {'yon know, a dictator!' (Ostlere 
1982a pl2)). He remarked in an interview with David Vaughan that he 
remembered dancing about the house, 'throwing my body in all kinds of 
directions', as a veiy young child (1985 p79).
The physical enjoyment of dancing, with his interest in music and the theatre, 
naturally combined in a love of ballet. All these aspects are evident in the 
light of his choreographic work, focusing on dram atic psychological 
expositions and subtle responses to music. It is possible that the very 
unusualness of the choice may have been a contributing factor in his 
attraction to ballet; perhaps a subconscious search for something different 
and new.
Apart from Tudor's move into the arts, and his geographical movements 
during his career, he also demonstrated, particularly in his choreographies, 
some of the facets of modernism's quest for the new, and the challenging of 
boundaries. These aspects are evident in his choice of subject matter, for 
example, and the psychological treatment applied to this subject matter.
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Similarly, they are apparent in his development of movement vocabular)' by 
incorporating movement ideas from a range of other sources from a basis of 
danse d'école.
3.1 Make it new!
In considering Tudor's career from the perspective of the wider context of 
modernism in the arts, a starting point may be found in writers and historians 
of the period on modernism and its implications, although it is some elements 
rather than others which directly inform an understanding of Tudor's work.
Malcolm Bradbury describes modernism as
the name we have come to give to that major transformation of 
the forms, the spirit, the nature of the arts which took place 
somewhere between the 1870s and the outbreak of the Second 
World War.
1988 p5
Modernism embraced a wide range of apparently very different movements 
in the arts, which share the underlying theme of needing to 'make it new'; to 
break away from, even break down altogether, the traditions of the past; a 
need to consider the rôle and function of the arts and artists. In the visual 
arts, for. example, a new way of seeing was explored, which was 
non-representational in the traditional sense.
Cubism, one major strand of modernism, explored the idea of seeing different 
sides of the object at the same time, and not in the straight-on perspective, 
reflecting the fact that the viewer sees and recognises what he/she knows. In 
that sense, therefore, cubism could be more fully representational. Cubism is 
sometimes linked to multiple image structure in other artistic media such as 
the poetry of Apollinaire, also to dance: Fokine's Petrouchka (1911), for 
example, with its overlaying of images and juxtapositioning of scenes. In 
Tudor's work this aspect of juxtapositioning is sometimes evident, for 
example in Dim Lustre (1943), with the mirror-image characters, as well as in 
the episodic structure, both features recalling developments in film and 
cinema, also. There is a sense in which the characters in some of Tudor's 
ballets could be seen as 'representational' in the cubist sense; the minor
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characters in Pillar of Fire (1942), for example, show distortion in order to 
convey aspects beyond surface appearances, as seen by Flagar. In this, the 
link to expressionism in general is clear.
In literature, writers strove to find ways to express inner experience, more 
complex psychological issues, reflecting the nature of human thought which 
is not consistently chronological, for example in stream-of-consdousness. 4 In 
TudoV s work, influences of this school are evident not only in Dim Lustre 
(1943), which has been described as being the outcome of the choreographer's 
long-standing interest in the work of Marcel Proust,^ but also in the earlier 
Tardin aux Lilas (1936), with its famous 'frozen tableau'. These developments 
reflected the enormous changes in Western life since the middle of the 
nineteenth century, in industrialisation and mechanisation, the Great War, 
theories of relativity and psychoanalysis.
Bradbuiy, again, writes
Everything needed to change -  the philosophy underlying the 
arts, the basic vision they expressed, the relationship between 
form and content, artist and audience, creative individual and 
society.
p4
Tudor grew up in an atmosphere of great change in the arts, and in society, 
following the Great War. The lives of his parents, for example, were 
inevitably ver}' different from his own. All of these things, in addition to his 
own interest in music and literature as well as dance, his exposure to the arts 
in general and to the work of Diaghilev and the European modern dance 
exponents in particular, provided much in the way of stimulus, and the raw 
material for future use. The settings of a number of his ballets show an 
interest in the period of his youth and that of his parents. At the time of 
Tardin aux Lilas the fact that the characters looked like one's mother or aunt 
(de Mille in xAnon, 1974 p42, BBCTV 1992) was a cause of comment, and a 
means of bringing closer the whole experience for the audience; narrowing 
the divide, making more immediate the experience of the work. This can be 
seen to relate to 'stream-of-consciousness' mentioned above, and, in turn, to 
notions of expressionistn.^
46
fD uiing  a voice : Tuiior 's moiieriiism
Munro's discussion of the subjectivism of Western art in comparison with 
oriental art is interesting in considering differences between some of Tudor's 
ballets: The Leaves are Fading and ShadoAv of the Wind as against Pillar of 
Fire and Undertow, for example. Munro suggests that western expressionist 
art is characterised by
the desire for self-expression by the individual artist - an aim 
which oriental and medieval Christian religion would have 
regarded as ego-centric. The desire to express one's own 
personality does involve a special interest in oneself; in that 
which is to be expressed; in one's own inner attitudes, desires, 
emotions, and perhaps frustrations. Here again the Western 
artist, however self-conscious, differs markedly from his 
traditional Eastern counterparts. The latter, in theory at least, 
sought to achieve inner peace, serenity, and oneness with 
nature. Many Western artists are more eager to display before 
the public their moods of anxiety, frustration, discontent, 
tnockery, rejection, exclusion, and resentment towards the 
modern world. Such attitudes are at the opposite pole from the 
Confucian ideal of inner harmony and the Taoist one o f 
contentment with the natural course of things.
in Osborne, 1981 p i 80
The philosophy underlying the arts, and the relationship between artist and 
audience, referred to by Bradbury are of particular relevance to the work of 
Tudor in a number of ways; his lectures at Morley College, for example, 
illustrate his interest both in ballet as a developing art with rich potential for 
further developm ent and the relationship between performance and 
au d ien ce . 7 The perception of the individual in the context of society is 
pertinent not only in the study of Tudor's own career, but also in his 
particular interests in relation to the subject matter of ballets,^ as examined in 
Part 2.
Bradbury also writes, and this relates to cubism, discussed above
the art of Making it New is also an art of crisis. The new 
fragmentary forms, the strange and often parodie structures, 
the pervasive sense of ambiguity and tragic irony that mark so 
many of its works, express this.
P7
The range embraced by modernism has been very broad, making tighter 
characterisation impossible, except in terms of explaining or characterising
47
Füuiing ü iv ic c  : in d o i F m odernism
one particular strand at a time. Bradbury's analysis of modernist trends has 
relevance for certain of Tudor's ballets, although in terms of his work as a 
whole it is too narrow and extreme. There is some evidence of 'fragmentai"}' 
forms', for example, in the film-like structures of some of his works; Dim 
Lustre, also perhaps Tardin aux Lilas to some extent; and certainly this 
structural aspect is different from traditional ballet structures of the 
nineteenth century. Tudor also made use of parody in different wa}'s, and 
Gallant Assemblv (1937) and Gala Performance (1938) were two early works 
to employ this device in the treatment of the themes.^ The 'pervasive sense of 
ambiguity and tragic irony' is, again, rather a strongly-worded description to be 
applied to Tudor's work in general, although there is certainly a degree of 
ambiguity in some ballets (Dim Lustre, Shadowplay (1967), for example) and 
there might be a case for suggesting some evidence of 'tragic irony' in terms 
of subject matter (particularly in Undertow, 1945).
Tudor's style, as suggested above, was formed principally in the 1930s, the 
time when British ballet was young and newly developing out of the legacy of 
Diaghilev. Like Fokine before him, whom Tudor greatly admired, Tudor 
wanted from the beginning to 'make it new' in terms of developing new 
movement vocabularies and new structures for each new work he made, with 
these arising out of the demands of the individual theme or idea.^^
3.2 Dislocation and alienation
Bradbuiy writes
There are, as George Steiner has said, very good historical 
reasons why much of our modern art has been produced by 
writers 'unhoused', detached from their national culture, their 
tradition, or their own native language, and why the word 
'modern' has much to do with rootlessness and disorientation. 
And there are equally good reasons why the sensations of exile -  
the irony, the alienation, the rootlessness, the loss of domestic 
and familiar qualities - should be the dominant qualities of a 
good part of its achievement, and why it is an art that disturbs 
us as profoundly as it wins our admiration.
p22
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Many of these reasons may be seen in the historical context of modernism. 
The First World War brought about great changes directly and in many 
aspects of life. The experience of civil war and revolution, changes in political 
thought and in society overall caused many men and u omen of ideas to move 
out of their native milieu. Contemporary advances in science and technology, 
similarly, wrought significant change in what has been described as the 
mechanistic age, the age of speed, and all these things find reflection in the art 
of the period in different ways and to different extents. H
Antony Tudor's move to America effectively cut him off from his native 
country for the remainder of his life. The reasons for this removal were, in an 
im m ediate sense, to do w ith not finding in his native country the 
opportunities to pursue his work in the way he wanted. Although it was 
evident that he was gaining recognition among critics and others in England, 
in the 'establishmenf he could not find a place. British ballet was very young 
still, and opportunities were necessarily limited. On the other hand, there 
was also the attraction of new possibilities in the international s c e n e ,  12 and 
perhaps more than this, if one accepts the notion of 'alienation' in relation to 
Tudor.
Certain significant themes in Tudor's work reflect a sense of alienation, for 
example in Pillar of Fire and Undertow (in each of which the central character 
acts in a way that threatens their position in the society in which they live) or 
irony, in Dim Lustre, mentioned above. Loss, as a different facet of 
alienation, is also found reflected in Dim Lustre, and in other ballets such as 
Tardin aux Lilas, Dark Elegies (1937), Sunflowers (1971) and The Leaves are 
Fading (1975). Tudor's frequently uneasy relationship with directors and 
administrators also underlines the notion of alienation in terms of his life in 
general. (See Appendix.)
It is apparent that Tudor did not seem to find America totally conducive to 
creativity, and this is evident in the relatively small amount of significant 
work made after leaving England, and the fact that he never found stability in 
his career in the way that Ashton and Balanchine did. In that sense, Tudor 
was more alienated and rootless than they, even though Balanchine was 
himself a displaced artist.
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3.3 Making it new in dance
In dance it is generally considered that the great shift towards what is now 
recognised as 'modernism' happened in the latter pcirt of the period identified 
by Bradbury, in the work of Isadora Duncan, Loie Fuller, then Martha 
Graham and others in the field of modem dance, Fokine, Nijinsk}’, Massine, 
Nijinska in ballet, followed by Balanchine and Tudor himself.
The modernist notion of making everything new is evident in dance in 
different ways. Choreographers took different routes in this exploration; 
Martha Graham, for example, felt compelled to develop a new technique in 
order to realise her choreographic ideas; Michel Fokine sought to revitalise 
the existing classical ballet technique, or danse d'école, for the same purposes. 
Tudor followed Fokine in this respect, believing that danse d'école was 
capable of much more than had been demanded of it hitherto. In this, he 
could perhaps be compared with those composers, such as Stravinsky for 
much of his creative life, who clung to the notion of relative tonality when 
others sought to abandon it. Tudor, in his search for a new range of 
potentialities, drew upon a variety of sources in dance and elsewhere, thereby 
contributing to the total 'vocabulary' of ballet.
While the search for the 'new ' took different forms and resulted in a 
proliferation of 'isms' in the visual arts, literature and music, dance did not 
acquire all these labels, for a number of reasons. Perhaps the most significant 
was the relatively small num ber of creative artists in the field of dance 
compared, for example, to the number in music.
Modern dance, as the major new strand, encompassed a range of styles 
incorporating those of Duncan, Graham, Wigman and Jooss and others. This 
strand was and has been defined by many in terms of its difference from the 
classical ballet of the establishment, although ballet itself underw ent 
considerable change during the Diaghilev period, to the extent that all ballet 
since, and indeed much m odern dance, has been influenced by that 
movement.
Martha Graham, on seeing Tudor's ballets Tardin aux Lilas and Dark Elegies 
remarked that they
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pushed beyond the frontiers of ballet, mere technique. When I 
first saw them I said 'At last ballet has come of age. '
Ostlere, 1982b p i 8
She, perhaps, saw chiefly the theme of the ballet, its exploration of inner 
experience, and the parallels with her own work. 14 John Martin, writing at 
about the same time, commented on Tardin aux Lilas being both modem and 
'anti-classic' in terms of the manipulation of classical technique (1940b), and 
also on its psychological dimension, projecting the 'inner being of its 
characters' (1940a). This reflects modernist concerns both in subject matter 
and treatment, that is, the need to develop new ways of working to deal with 
the demands of specific themes.
3.4 Singing the interior landscape
Paul Griffiths suggests that Debussy's Prélude a L'après-midi d 'un  Faune 
(1892-4) signalled the start of 'modern mws/c'because of its 'harmonic ambiguity 
and formal fi'eedom', also 'fluctuating tempos and irregular rhythms, and...subtle 
colouring' (1978 p9). He also cites Debussy's declaration 7 want to sing my 
interior landscape with the simple artlessness of a child' (pl2). All these things 
find parallels in dance: the rejection of traditional forms because of these 
being perceived as too rigid for the realisation of the new demands of artistic 
expression. Notions of 'harmonic ambiguity' and 'subtle colouring', while 
relating specifically to music in this context, find resonances, nonetheless, in 
Tudor's choreographies, in his particular m anipulation of movement 
vocabulary' and structure, as discussed in Part 3. This one sentence of 
Debussy's also implies particularly relevant aspects of the m odernist 
developments in dance in general, for example concern with the 'interior 
landscape', aspects of human experience not previously touched upon except 
in broad sweeps of Romantic expression, but explored by Graham and others 
in modem dance and Tudor in modem ballet. 'Simple artlessness' suggests the 
primitivism of other developments, such as Nijinsky's own ballet to the 
Debussy Prélude, and his Rite of Spring; his sister Nijinska's Les Noces; also 
Graham's work, but not Tudor's in this instance.
Richard Austin maintains that the period which best illuminates Tudor's 
work is the 1930s
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the age of anxiety, of Auden and the left-wing poets, the 
Spanish Civil War, the growing shadows of unemployment at 
home and National Socialism in Germany.
1969 pl6
He makes comparison with Massine, whose period is the 20s
the age of excitement, of new ideas in the arts...The world shook 
off the horrors of war, and embarked on a brief period of 
startling adventure.
pl6
New ideas in the arts were not confined to the 1920s, of course, but had been 
emerging significantly for many years. In the context of modernism, the new 
movement could be said to have started before the turn of the century and, 
indeed, some analysts have put it much earlier even than that (although 
typically identifying manifestations in different art-forms at different periods, 
with literature spear-heading the movement).
Matisse (1908) wrote
I am unable to distinguish between the feeling I have for life 
and my way of expressing it... I want to reach that state of 
condensation of sensations which constitutes a picture...A work 
of art fnust carry in itself its complete significance and impose 
itself upon the beholder even before he can identify the subject 
matter.
in Macmillan, 1979 p260
This is interesting for a number of reasons; the importance of feeling and 
giving expression to it, the idea of a 'condensation of sensations' and all that 
that implies, the notion of complete significance within the art-work itself, 
and, especially, the last remark about subject matter. It foreshadows the 
difficulties in this text of separating out the subject matter of an art-work, if 
the significance of the work impresses itself upon the recipient first.
All of this is pertinent to the study of Tudor's work. In the small-scale, 
one-act form instigated by Fokine, for example, can be seen an aim towards 
the 'condensation of sensations'. Tudor's 'psychological' ballets, Tardin aux 
Lilas and Pillar of Fire, for example, may be examined in this light, and this 
approach is pursued in Part 3. In these, and many others, there is a sense of
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the action being condensed, the dramatic plot stripped to its essentials; 
something certainly pursued by Graham too, in her own way. The opening 
statement is also interesting, since there are many instances in Tudor's career 
when it seems that there are close parallels between his personal life and his 
creative life, in terms of his approach to life and to art.
In Tudor's concern with the inner experience of human beings can be seen the 
interest in the relatively new science of psychology permeating artistic 
thought, as it did in the other arts.
Einstein's theory that time and space are not constant and fixed in terms of 
traditional measurability, also opened up an interesting and highly unsettling 
area of thought and debate. The point here is that time, for artists, could now 
become more flexible. Chronology need not rule. Single moments could 
encapsulate whole ranges of experience, and years pass in an instant. In 
literature this is most clearly demonstrated not only in Woolf but also in 
Proust, with whom Tudor has occasionally been compared in terms of this 
very issue. Certainly Tudor read Proust, and had plans for a ballet based on 
his work, which never came to f r u i t i o n .B u t  as early as 1936, with Tardin 
aux Lilas, a different treatment of time is apparent, most obviously in the 
'frozen tableau', when Caroline seems to step outside of time in the moment 
of choice which is no c h o i c e .  ^7 There are also implications in the ballet as a 
whole; Tudor has suggested that it can be read in terms of being a 'flash back' 
of memory, up until the climax, with the whole hinging on that moment 
(Hyninnen, 1981). Dim Lustre shows the clear influence of Proust, based, as it 
is, on a series of memories, each of which is triggered by some trivial event. 
Time 'stands still' while the character remembering re-lives the past 
experience.
3.5 The medium and the message
Harold Greenberg's point about modem art not dissembling the medium but 
'calling attention to it' (quoted in Copeland and Cohen, 1983, pl70) is a very 
significant one in the context of modernism as a whole. It is relevant to 
consider the extent to which it may have been Tudor's intention to 'call 
attention to' dance itself in terms of technique, or danse d'école. The other
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significant elements in his work, and their relative importance and the nature 
of their inter-relation, lead to questions about what are the central issues in 
each case. While it may be said that Tudor explored and developed the 
possibilities of the dance medium, specifically the classical ballet medium, the 
question still remains whether this was normally with the intention of 
revealing that medium, or of revealing something else. The medium may or 
may not be the message, although the specific message may only be conven ed 
via the particular medium. These questions are explored in Part 2.
It can, nonetheless, be seen that aspects of formalism did permeate his work 
as a teacher; not only in his insistence on students understanding the physical 
logic underlying technique, but also in his frequent questioning of students as 
to why they were doing a certain step, what it meant. Also, and perhaps 
more importantly, his creative approach to teaching (working endless 
variations on set ports de bras, for example, or setting choreographic 
problems in terms of creating dialogue through movement), point to the 
notion that perhaps in the classroom Tudor did indeed use technique to 
reveal technique, whether or not he did this in the theatre. Dance Studies 
(Less Orthodox) (1962) does exactly that. It is a gentle parody of classical 
conventions which also demonstrates the enormous range of variation 
possible within the classical canon. This was a student piece, and therefore 
did indeed come out of classroom work, but also saw public performance. It 
is a slightly different case, however, since it was centred in Tudor's teaching 
rather than his choreography
Tudor certainly aimed to make the vocabulary of classical ballet work in new 
ways, and he pushed out the boundaries, but in a different way from, for 
example, Balanchine. Tudor's experimentation with technique and its 
manipulation to specific ends in pursuance of defined aims, are explored in 
Part 2. The difficulty involved in disentangling the nature of the thematic 
content in Tudor's ballets, however, itself points to modernism and its 
apparent contradictions, its resistance to codification.
Tudor was a man of his time, and he was so also in the sense that he wanted 
to do things differently and not blindly to follow what had gone before. 
Clearly he was greatly influenced by his various experiences, but he also
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knew that he had to find his own voice; not an exclusive, but certainly a 
significant feature of modernism.
3.6 The human dimension
George Amberg writes
As against the stream-of-consciousness method which presents 
psychological processes as an intricate pattern of interwoven 
associations, Tudor uses compellingly the artist's prerogative of 
selecting essentials to illuminate the human experience of each 
character so that it becomes unforgettable...His work may thus 
be called a reasoned justification of the visual reality as image 
and symbol of inner compulsion. This seems a natural attitude 
in a period which so deliberately stresses the importance of the 
subconscious in art expression.
1983 pl09
This is a side of Tudor which is a very significant aspect of his work 
throughout his career and shows close links with the notion of expressionism 
in general and with the work of Martha Graham in modem dance. However, 
Amberg distinguishes betw een Tudor and Graham in terms of their 
respective subjectivity and objectivity
to call those ballets [jardin aux Lilas, Dim Lustre, Pillar of 
Fire, Undertow ] psychological dramas is only half right, 
because, applied to Tudor, the term defines the premise rather 
than the treatment. This distinguishes Tudor's creations from 
similar, emotionally complex compositions in the modern 
dance. That this is not merely a matter of different techniques 
is clearly illustrated in a comparison between the tragedy of 
frustration as conceived by Martha Graham in Deaths and 
Entrances and by Tudor in Pillar of Fire. Both works deal with 
similar dramatic conflicts caused by a specific psychological 
situation. In a simplified definition one may say that Martha 
Graham attempts a direct and spontaneous communication of 
inner states of mind, while Tudor is concerned with the 
significance of their exterior manifestations. One is an 
ineluctably subjective presentation, the other a deliberately 
objective one.
pl05
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Amberg's comparison of Tudor and Graham offers the suggestion that 
Graham's aim was to express, as it were, the 'raw emotion' of experience, 
whereas Tudor's aim was to show how these emotions make people act and 
react; the physical manifestation of the inner state.20
This makes sense in a number of ways. Tudor did not feel it necessary to 
develop a new way of moving in the sense that Graham did; he could and did 
draw upon movement ideas from other cultures and from 'everyday' life, and 
incorporate these into the overall movement vocabulary for the specific work. 
At one level, this is what characterises Tudor's choreographic style: the 
development of a movement vocabulary firmly rooted in classical ballet 
(danse d'école) and enriched by the incorporation of movement ideas 
developed from various sources such as 'everyday life' and other dance 
forms. Other choreographers have done this, of course, so it is not sufficient 
as a definition of choreographic style in relation to a single choreographer. 
A nother factor, which relates directly to m odernism , was Tudor's 
determination to seek to develop new forms and structures for each new 
ballet he made. The theme of each ballet must dictate these forms. In this, he 
followed Fokine's principles, taking further the expansion of possibilities of 
danse d'école; and developing them differently from, for example, other 
Fokine followers such as Nijinsky and Nijinska, both of whom focused on the 
primitive or the up-to-date modern (Jeux (1913) and Les Biches (1924) are 
examples of the latter trend characteristic of the later years of the Diaghilev 
enterprise). It is interesting to note that Frederick Ashton chose, in the early 
1930s, to follow the trend of sophistication and light-hearted chic, whereas 
Tudor eschewed that altogether, and responded instead to the principles of 
Fokine and also, probably, to the new developments in European modem 
dance utith their expressionistic character.
Conclusion
Tudor's work, while it clearly shows links with some of the central issues 
associated w ith 'm odernism ', also offers a num ber of problem s of 
characterisation. These do not necessarily contradict or negate the modernist 
strand, bearing in mind the richness of diversity embraced by modernism. 
Tudor's choreography may be seen as representing one strand  of
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development within the modern movement, sharing identifiable features 
with other 'modernist' creative artists while, at the same time, showing him to 
be an individual in search of his own 'voice'. Modernist ideas which emerge 
most prominently in Tudor's work relate to expressionism and formalism. 
The body of Tudor's work is examined in the following chapters, in order to 
see how far it may be possible to reveal, through the detail of form and 
content, those characteristics which contribute to his individual strand of 
modernism, and his own 'choreographic style'.
: Y'ï-r.
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Notes to Chapter 3
Dzermolinska records that Tudor saw Loie Fuller dance, at a veiy early age, (1941 
pl3) and Percival that he saw Pavlova as a sixteen-year-old (1963 p5). Certainly 
Tudor saw many Diaghilev performances, also; Peggy van Praagh records the 
continued theatre visits made by Tudor and his friends through the 1930s (1984 p59).
Speaking of his early dance experience (Swedish documentary, 1985) Tudor listed the 
Rivers School, where he learned tap-dancing, and teachers Brunelleschi (Spanish), 
Craske (Ceccheth ballet) and a male Japanese teacher. Elsewhere (Vaughan 1985 p72) 
Tudor mentioned taking classes in 'Central European Dance' with Anny Boalth, as 
well as adult evening classes with Suzie Boyle, before joining Rambert.
Tudor said to John Gruen that he wanted to be in theatre and to see the world. He 
knew he was not going to be a great dancer, so choreography seemed the natural 
choice (1975 p266).
WiUiam James is credited with coining the phrase stream of consciousness' in his 
Principles of Psychology (1880), quoted in Fontana Dictionary of Modem Thought: 
to describe the ceaseless, chaotic, multi-levelled flow that characterises 
human îîiental activity: ‘let us call it the stream of thought, of 
CONSCIOUSNESS, or of subjective life. '
1988 p818
Cohen (1963) and others; see also Chapter 5.
Expressionism is understood to be concerned with projecting a personal, 
idiosyncratic view, focusing on the inner, psychological life rather than external 
reality'. As a term, it is used chiefly in the discussion of painting, where it first 
sprang into being in Germany in the early twentieth century, but has also been used 
in relation to literature, drama and music. It is interesting that Tudor's preference for 
music of the late-nineteenth, early twentieth-century finds distinct echoes of 
expressionism. Schoenberg, whose Verklarte Nacht Tudor used for Pillar of Fire, is 
considered in this light in terms of the composer's early, pre-serial work. Not only 
music, but also settings of this period were favoured by Tudor, in addition to the 
exploration of the psychology of his characters rather than external events.
Guiomar writes, of the music of Schoenberg and his pupils Webern and Berg in 
particular: 'The innei' being of an individual confronts the outside world' (in Richard, L, 
1978 p247).
Of early German artists, the writer suggests that 'For them the physical reality was 
simply a ti igger mechanism, a device for sparking off inner experience' (in Phaidon, 1973 
pll3).
In the late spring of 1937, Tudor gave a series of six lectures at Morley College, 
including:
The development of Classical Ballet Dancing; The Use, Misuse and Abuse 
of Music; Choreogi'opher and Dancer; The Ballet, Finite and Infinite.
Sitter Out, 1937 p i 06
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A  further series, the following year, included:
An introduction to ballet. Its oiigins. The dei?elopment of classical ballet 
dancing. Period dancing and its influence on costume. Ballet: the synthesis 
of the arts. Music: its use, misuse and abuse. Ballet in composition. Ballet 
in rehearsal. Audience in performance: the completion of ballet. Ballet: the 
individual art.
Percival, 1963 p20
These lecture titles suggest a thoughtfully considered approach to dance and 
choreography, which embraces not only one of the central concerns in Tudor's work, 
namely the importance of the role of music, but also an interesting insight into his 
attitude to the audience. The idea is implicit that the audience itself is crucial to the 
'completion' of ballet. Although this could be seen simply as the conventional view 
of the raison d'etre of performing arts being their performance to an audience, the 
focus of the lecture title {'Audience in performance') could be seen as implying a more 
active role. In conjunction with Tudor's words elsewhere about the need for the 
audience to 'do some of the work' and make up its own mind about the meanings' of 
ballets (Barret, 1945 pl2), it is clear that Tudor was aware of the significance of the 
audience and its potential role in the creation of meaning, thus locating him firmly in 
the context of modernist work.
 ^ For example, lardin aux Lilas (1936), Pillar of Fire (1942), and Undertow (1945), in all
of which an important - if not the important - aspect is the position of the individual 
in society. In these ballets, the individual character is not necessarily 'creative' in the 
sense intended by Bradbury, but may stand as a symbol or metaphor for the 
difficulties and struggles of the creative artist In negotiating a tenable position in 
society in the modern world.
 ^ Parody is, of course, an ancient form not at all exclusive to modernism. However, its
presence is in certain instances a characteristic of modernism, as Bradbury suggests, 
in conjunction with other features. In Tudor's Gala Performance, parody is evident 
not only in the structure of the ballet, with its two scenes depicting back stage pre­
performance and the 'gala performance' itself, with virtuoso solos set within pretty 
but meaningless corps de ballet work, but also in its movement vocabulary. Star 
ballerinas exhibit parodie versions of virtuoso performance, and the corps de ballet 
flits across the stage in symmetrical patterns of basic classroom steps. See 
Beiswanger (1942 p33) with reference to this ballet providing perhaps Tudor's 'anti- 
manifesto' - a statement about where he was not going to take ballet.
In other ballets, such as Gallant Assemblv and Pillar of Fire, the use of parody is for 
the purpose of depicting characters almost in caricature, in order both to comment 
ironically on them as stereotypes and to provide the setting for a more expressionistic 
dramatic development.
Van Praagh wrote: 'Tudor was very insistent tluit each ballet should be different, that it 
should luwe its clear 'pei sonal' style' (1984 p57).
See also Fokine's letter to The Times (July 6 1914), articulating his Five Principles for 
reform, in particular devising movement vocabulary appropriate to the theme, 
although choreographers have, with varying success, sought to implement this 
principle since Noverre (Lettres sur la Danse et les Ballets, 1760).
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The roots of this run deeper into the past, and the Industrial Revolution, for example. 
William Blake (1757-1827), poet and artist, was one significant figure to recognise and 
explore the implications of growing mechanisation in his own creative work.
^2 Tudor said (Rosen, 1974-5 pl4) that a career in dance w ould facilitate this more than, 
for example, a career in the theatre, because of the lack of language barrier in the 
former (within Europe, America and Australia, at least - other cultural barriers w ould 
obtain in more markedly different cultures). War, also, could be seen as a catalyst in 
some respect.
In addition, the lack of a tradition of documentation and analytical criticism is of 
significance.
^4 Graham's immediate response to lardin aux Lilas was to exclaim 'Bravo!' (Hunt, 1982
p40).
See Chapter 2, but also, especially, Perlmutter (1991) and Chazin-Bennahum (1994).
Tudor had plans for a Proust ballet to a score by Menotti (Schuhnan 1951 p21). Mme 
Proust apparently wanted Tudor to dance the role of Swann.
^7 Amberg suggests that the influence of Proust is apparent in Tudor's work from as
early as lardin aux Lilas (1983 pl02).
This again relates to expressionism as discussed above, and modernism in music as 
described by Griffiths. Also relevant to any discussion of the manipulation of time in 
Tudor's ballets is the effect of new developments in film and cinema, referred to 
earlier in this chapter in relation to the structure of Dim Lustre and others, in their 
episodic structures.
See Chapter 2 and Appendix re links between teaching and choreography, and the 
evidence of interest in the medium itself.
20 Instances are exemplified in Part 2 and Part 3, for example, Caroline's and Hagar's 
idiosyncratic gestures at the beginnings of lardin aux Lilas and Pillar of Fire. 
respectively; the Transgressor's sucking of his thumb in Undertow, the elderly 
woman's wringing of her hands in Gallant Assemblv. the highly-strung girl in The 
Leaves are Fading, who flings her arms around her partner in an impulsive gesture.
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PART 2
The Medium and the Message
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CHAPTER 4 
The problems of text: components and 
structure in TudoPs ballets
Introduction
In this chapter, Tudor's choice of movement vocabulary, use of music, 
construction of dramatic and musical form are analysed across the range of 
his work, making reference to available source materials and what these 
provide in terms of information and insight. The range of source materials 
encompasses chiefly written materials, 4 with some visual sources and, in a 
relatively few cases, access to film or video, notated score, and live 
performance. Given the variability of source materials, and the fact that 
many early works, for example, have generated little in this respect, the level 
of analysis permits only general statements to be made, as a prelude to, and 
providing a further context for, more detailed study of specific works in Part 
3.
62
The Problem s o f  I ex t : C om ponents an d  S tru e tu re  in / luior s Tuiiets
The notated score as 'text' offers the possibility of examining both the detail of 
movement, and structural relationships through time. By looking forwards 
and backwards through the score it is possible to make comparisons between 
sections, and to peruse the small detail and the larger framework at leisure. 
The realisation of the 'text' in live performance, on the other hand, provides 
the opportunity for the direct engagement of the reader with the work in an 
immediately experiential way, although the performance seen will always 
represent one interpretation of the 'text'. In the absence of either or both of 
these, the dance 'text' is mediated through critical writing on the works, 
supplemented at times by photographs. This being the case, the rôle of the 
critic, and his or her historical and cultural position, necessarily informs the 
writing and influences outcomes. However, taking these issues into account, 
it is possible to begin to look at the range of work and to investigate how far 
the work may be illuminated through the available source materials. This, in 
turn, provides the basis for the more detailed study of a small selection of 
works in Part 3, made possible through the existence of notated scores and 
the accessibility of works, to this writer, in terms of video and live 
performance.
While the range of source materials consulted lacks uniformity in both 
content and intention, the material does provide answers to questions about 
the 'text' of the dance works at a certain level. Descriptive writing, while it 
can never be entirely free of interpretative inflection which is inevitably 
culture-bound, may still provide a means of building a framework within 
which to pursue the enquiry into choreographic sty le . 2
An additional point to be acknowledged here is that, while the majority of 
Tudor's works are only accessible to the author through critical writing, there 
are several which have been seen by the author in live performance or on 
film. This experience is, inevitably, drawn upon to some extent in the ensuing 
enquiry. However, since the objective is to characterise the body of works at 
a level which allows for useful comparison between them, it is intended that 
first-hand experience should not be allowed to give undue weight to any 
individual aspect.
In the process of examining source materials certain issues and ideas relating 
to the choreographies can be seen to recur, allowing for the beginnings of
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com parisons betw een works, and of the notion of characterising 
choreographic style. These aspects are discussed below, as are the problems 
arising from inevitable 'gaps' in certain areas, and the impracticability of 
making definitive groupings. From this preliminary study of works it is 
possible to discern certain features of choreography which contribute to the 
notion of 'choreographic style', both in the consideration of Tudor's choices of 
movement vocabulary and music, and in the structuring of dance works, all 
of which may be seen to relate to the notion of an individual manifestation of 
'modem ballet'.
It is important to note here that the recent book on Tudor by Judith Chazin- 
Bennahum (1994) has provided much additional material on the detail of the 
works and offers interpretations, neither of which were available when the 
greater part of this study was planned and drafted. Chazin-Bennahum 
provides not only im portant factual m aterial (through interviews in 
particular) but also significant first-hand knowledge of Tudor's work through 
her experience as a dancer.
4.1 Nuts and bolts: movement vocabulary
Movement vocabulary in this context refers to the detail of action and its 
relationship to different movement sources; for example, the term danse 
d'école is used to denote movements recognisable within the traditional ballet 
vocabulary. The extent to which the precise spatial design or dynamic 
inflection may be discerned depends upon whether the source materials 
provide information of this sort. Similarly, 'period and traditional dance 
sources' may include steps, or particular ways of articulating the feet, 
positions of the arms and body, even rhythmic patterns of movement, which 
suggest a relationship to period or traditional dance styles. The term 'modem 
dance' is, as discussed below, especially problematic. However, since some 
critics have referred to 'm odem  dance' in relation to Tudor it is worth 
investigating in the attempt to characterise the choreographer's style overall.^ 
'Realistic gesture', the first group considered below, is comparatively 
problem-free and self-explanatory.
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Through an examination of the body of works from the perspective of 
movement vocabulary, and drawing upon ^vritten and visual sources, it is 
possible to identify the following characteristics of Tudor's use of movement:
4.1.1 Discerning humanity: realistic gesture
4.1.2 Other times, other places: period and traditional dance sources
4.1.3 Moving away from danse d'école : modem dance
4.1.4 In classical style: danse d'école
What emerges most strongly from a consideration of the different aspects of 
movem ent vocabulary employed by Tudor in his ballets is that the 
choreographer drew upon whatever sources were available and appropriate 
to the project in mind. From these, he developed a 'movement style' for each 
work, with the intention of making it unique to that work. Peggy van Praagh 
wrote that he wanted each work to have its 'clear, "personal" style' (1984 p57). 
There is considerable discrepancy between the views of different critics in 
relation to movement vocabulary, which seems to have eluded definition 
altogether at times. Writers have tried and mostly failed to characterise the 
movement style of Tudor in a consistent way. However, Tudor was clearly 
working from a basis of ballet, here referred to as danse d'école, and the other 
sources of inspiration allowed him to develop what could be described as his 
own variety of 'modem ballet'.
4.1.1 Discerning humanity: realistic gesture
The use by Tudor of 'realistic gesture', that is, gesture taken directly from 
everyday life, has been commented on frequently by critics. Most often, it is 
the way in which Tudor combines gesture with danse d'école which attracts 
attention (see Brinson and Crisp, 1970/80 pl42 re Tardin aux Lilas). However, 
there is far greater use of movements which might be termed 'gesture' 
because of their shaping and phrasing, seeming to fulfil the same function as 
realistic gesture, namely that of conveying something specific about a 
character's state of mind, for example, than can be confined under the precise 
heading 'realistic gesture', and inevitably the dividing line becomes blurred 
quite soon. This discussion, therefore, is intended to focus only on those 
gestures which can demonstrably be said to be taken 'from life'. To separate 
out the other kinds of gesture-like movement m entioned above is
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inappropriate at this stage, but is considered in relation to the 'key-works' (in 
particular in Chapter 9: Family resemblances: aesthetic qualities in Tudor's 
ballets).
It appears that most of those works which contain realistic gesture (to a 
sufficient extent to stimulate critical comment) come from the 1930s and the 
first few years after Tudor moved to America. Given Tudor's interest in and 
experience of amateur dramatics, this is not surprising, and it may well be the 
case that earlier ballets than those cited below also contained realistic gesture.
Tudor made use of realistic gesture to serve different but related purposes in 
different ballets. Gesture functions as a means of delineating individual 
personality traits of characters at some times, at other times as a means of 
forwarding the dramatic action. Frequently, as is discussed in Part 3, gesture 
may serve both these purposes and more. In a number of ballets, realistic 
gesture may be seen as drawing attention to the contrast between the outer 
appearance of socially correct behaviour, and the inner psychological 
experience of individual characters, as in the first work known to contain 
realistic gesture (partly because there is little detailed material relating to 
earlier works), that is: Tardin aux Lilas (1936).
In Tardin aux Lilas Caroline uses a number of gestures such as the clenching 
of her hand in the opening bars, later, smoothing her hair and her dress in an 
attempt to 'compose herself' (1967 score annotation) in front of the party 
guests. The Man She Must Marry uses realistic gesture frequently; patting 
Caroline's hand, pushing away the hands of the Episode in His Past from 
whom he now wishes to distance himself, and so on. (Further examples are 
discussed in Part 3.)
Gallant Assembly (1937), like Tardin, uses realistic gesture to highlight the 
contrast between the outer, socially correct life of the characters, and the 
inner, psychological life. In the later ballet an elderly woman demonstrates 
her inner agitation among the powdered and bewigged polite company by 
neurotic fidgeting movements of the hands (Gowing, 1937 p462).
Dark Elegies (1937), by contrast, contains much more movement which is not 
'realistic' in the sense of having been clearly extracted from life, but which
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seems significant in some way, able to transmit ideas about the characters’ 
states of mind of circumstances. There are, however, some truly 'realistic' 
gestures as well. In the second song, for example, the man places his hand on 
his partner's shoulder, and she responds by placing her hand on top. Bentley 
described the moment as expressing 'Don't worry, I'm here' (in Cohen, 1963 
p60). The gesture is simple, and \\dthout dramatic amplification. It is not of 
the same order as those cited above, therefore, but the link is apparent in its 
placement within the context of the whole; it suggests something of n^hat is 
going on in the minds of the characters, while their outer bearing is calm and 
deliberate at this moment in the dance.
In Tudgment of Paris (1938), realistic gesture plays a much larger part in the 
story of the three prostitutes in the seedy bar, vying for the custom of its sole, 
increasingly inebriated patron, and ultimately robbing him of his few 
possessions as he falls senseless at the end. Walking, reading the newspaper, 
sitting, drinking, flirting, emptying the customer's pockets are all conveyed 
through realistic movement.^
Gala Performance (1938) is similar in some respects. It is a satirical ballet 
about ballerinas, in particular poking fun at three European schools, Italian, 
French and Russian, and at the supposed national characteristics manifest in 
the mannerisms of the three ballerinas. Each is conceited and considers 
herself vastly superior to her colleagues, but this is shown chiefly through the 
exaggerated style of dancing: excessively prolonged balances on pointe, for 
example. There are, however, occasional instances of realistic gesture, 
particularly in the first scene, which takes place backstage before the 
performance, and this is where the similarity of use to that in Tudgment of 
Paris is most apparent. The Italian ballerina, 'La Déesse de Danse', slaps the 
hand of the Dresser who chances to look at one of the other ballerinas instead 
of concentrating her full attention on 'La Déesse.' ^
In Dim Lustre (1943) gestures are often used as a means of initiating a new 
scene, a memory evoked in the mind of one of the two central characters. For 
example, while dancing at a ball, the Gentleman With Her kisses the shoulder 
of the Lady With Him, and instantly she is taken back in her mind to another 
occasion when the same thing happened but with a different partner. ^
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La Gloire (1952) is the last ballet to incorporate realistic gesture until the t’wo 
ballets made for the Royal Ballet Companies in the 1960s in England. La 
Gloire is about a celebrated actress who, while enjoying great success at the 
height of her career, nonetheless becomes increasingly unsettled by the talent 
of her young understudy. Its theme, and the use of realistic gesture, is similar 
in some respects to that of Gala Performance.^
In Pillar of Fire (1942) and Undertow (1945), realistic gesture is used to convey 
important personality traits of central characters. For example, Hagar, in 
Pillar of Fire, frequently tugs at her high collar in a way that conveys much 
about her frustration and feeling of being hemmed in by the circumstances of 
her life. The Eldest Sister, a straight-laced spinster, has her own significant 
gesture of pulling off her long gloves, and of carefully lifting aside her long 
skirt as she walks (a movement shared by the two Maiden Ladies Out 
Walking).
The Transgressor, in Undertow, bites his knuckles in a childish gesture of 
tension and insecurity, his hand moves to his throat on seeing a woman (Hall, 
1950 p i 18). He is also seen sucking his thumb while watching the beating up 
of an old man (Chazin-Bennahum, 1994 pl40). Ate, another character, is seen 
'fingering her dress' (Denby, 1986 p309).
The last two ballets known to include realistic gesture of this kind are 
Shadowplav (1967) made for the Royal Ballet, and Knight Errant (1968) made 
for the Royal Ballet Touring Company, as it then was. lYhereas in the latter 
ballet, gesture is used as an integral part of the dramatic unfolding of the plot, 
as in judgment of Paris and others cited above, ^  in Shadowplav it is used, for 
example, to suggest the close relation of animals and humans, when the Boy 
with the Matted Hair sits amongst the various creatures at the end, and 
scratches himself as a monkey might.9 This use of gesture is probably most 
closely related to that discussed above in relation to Tardin aux Lilas and 
others, in which the perhaps unexpected incorporation of a realistic gesture 
implies an inner life at odds with, or in strong contrast to, the outer 
appearance.
Although it is clear that Tudor has sometimes used realistic gesture as a 
means of forwarding the dramatic action, it is more often seen as a means of
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conveying character and personality traits, and of illuminating circumstance 
and psychological experience, so that the characters themselves take 
precedence over the framework of action in which ballets are set.
4.1.2 Other times, other places: period and traditional dance sources
Period and traditional dance sources encompass a potentially wide range of 
movement possibilities. Despite the breadth of scope, however, it is possible 
to identify several specific strands which are evident in a number of ballets. 
Tudor has evidently drawn on a number of dance sources beyond pure danse 
d'école, and those sources embrace both earlier manifestations of danse 
d'école - court dance or inspiration from the period of court dance - and social 
or folk dance.l^
There are some ballets which include a variety of movement or gesture which 
suggests the art of a particular age, or which evokes a particular age through 
its relation to the art of the time, perhaps because of the particular artistic 
conventions prevailing which dictate a certain manner of portraiture, for 
example. The movement or gesture may therefore reflect artistic rather than 
social conventions; people have been depicted in art demonstrating certain 
gestures or positions, but these may not necessarily be taken from life.
There are only three ballets in which this is apparent, and the evidence to 
support this view is shown in the illustrations in Volume 2, pp294-297. The 
ballets are Cross-Garter'd (1932), Gallant Assembly (1937) and Romeo and 
luliet (1943). The last ballet, in particular, uses positions strongly reminiscent 
of Botticelli paintings in terms of body stance, use of profile, positions of the 
hands and feet.H
Period social dance is not a genre drawn upon by Tudor explicitly except in 
the two Arbeau reconstructions, Elizabethan Dances an d  Britannia 
Triumphans (both 1953) which Tudor mounted on students at the Juilliard
School.l2
The larger remaining group of ballets considered here includes those which 
draw upon traditional dance sources of various kinds, including a variety of 
social and folk dance from different countries up to the present day, but
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excluding theatrical or court dance. The major sources are European, East 
Asian and American dances, and the ballets span the whole of Tudor's career, 
from Atalanta of the East (1933) to The Tiller in the Fields (1978).
Atalanta of the East, an early work for the Ballet Club, transposed the action 
of the Atalanta legend from Classical Greece to a location further East, 
possibly Java, hence the title. Apparently Tudor felt that there had been 
enough 'Greek' ballets for the time being (Vaughan 1985 p75, Clarke, 1962 
p92) (Lysistrata and L'Après-midi d 'un  Faune were both currently in the 
repertoire), so he decided to give the ballet an oriental flavour. This choice 
also reflects an interest in orientalism which itself corresponds with strands in 
modernism in general, as well as Tudor's personal interest in the East which 
became more pronounced later in his life.^^ This oriental aspect was 
apparent in the movement vocabulary as well as in the costumes, set and 
music, although the costumes and set attracted most critical attention at the
time. 14
In relation to The Planets (1934), Vaughan reinarks on a slight 'Hindu flavour' 
in the arm movements (1985 p75), and Lloyd also comments on this, and on 
'funny little oriental foot movements' (in Hunt, 1983 pl3). Hall also notes the 
influence of Eastern dancing; and this as an influence not confined to the 
movement itself, but also apparent in the possible meanings (see Chapter 6): 
mystical, and relating to m an's search for knowledge (1950 pllO ), 
foreshadowing Shadowplav, perhaps. 1^
Shadowplav (1967) develops this theme in the almost Buddha-like pose of the 
Boy with the Matted hair, for example, and in the hand and arm positions of 
the other characters (see illustration in Volume 2 p297). The other ballet with 
'shadow' in the title, Shadow of the Wind (1948), shows the same influence 
again, although this ballet has a more explicitly oriental theme inasmuch as 
the setting of Chinese poetry is a part of it. Severin comments on the 'thin 
veneer of Oriental movement' added to a characteristic blend of ballet and 
modem dance, with 'uneasy posturings by the dancers resembling the figures in a 
Chinese or Japanese print', all of which resulting in a 'rather phoney' effect (1948 
p42). The reference to Oriental art underlines the link with other ballets
here. 17
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In Dark Elegies (1937) the use of traditional dance sources is apparent both in 
the groupings of dancers and in individual movements. In both this ballet 
and in Echoing of Trumpets (1963), use is made of a common convention in 
some European folk dance of various kinds in which dancers are linked by 
arms round each others' shoulders or waists. In Elegies, dancers are 
sometimes linked in this way, with arms round the waists of neighbours, but 
it is a linking by touch rather than grasp and the dancers are not tightly 
bound together. In the other ballet, the soldiers dance with arms round each 
others' shoulders, in closer proximity and in a much more robust, even 
aggressive manner.I^ Other folk-dance elements in Elegies appear in some of 
the foot movements; tapping different parts of the foot rhythmically on the 
ground, and turning the feet in and out with small stepping patterns.
In some ballets the music itself is to some extent rooted in national traditional 
styles and this contributes sometimes quite significantly to the impression 
created by the dance. Soirée Musicale (1938), Fandango (1963), Cereus (1972) 
and The Tiller in the Fields (1978) are all ballets of which this may be said, 
and all show different aspects of folk-dance in the movement vocabulary 
employed. Soirée Musicale is a suite of dances set to the arrangement by 
Britten of music drawing on different national 'styles' by Rossini, including 
Bolero, Canzonetta, Tyrolese and Tarantella. According to Cyril Beaumont, 
the dances are 'based on academic technique, but given a slight national flavour by 
the addition of certain elements derived from the national dances of Bavaria, Italy and 
Spain' (in Noble, 1949 pl75).I^ W hether or not Tudor did use precise 
movements from different dance styles, it is clear that the ballet is based upon 
danse d'école with perhaps the intention of evoking rather than copying a 
style, and this is verified by reference to the notated s c o r e .  20 Tudor's use of 
national dance sources is considered below in comparison with that 
prevailing in earlier periods, especially the nineteenth century.
Similarly, Fandango (1963) has music with a national basis, this time by the 
Spanish composer Antonio Soler, and consisting of a harpsichord piece in the 
rhythm of the bolero. Both Williams and Percival describe the ballet as a 
parody in some sense; Percival feels that it is a parody not just of Spanish 
dancing but also of classical divertissements (the five female dancers vie with 
each other in feats of rough virtuosity) (1972 pp51-2). Chazin-Bennahum 
(1994) illuminates this aspect of the ballet thus: 'Even though wearing vointe
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though wearing vointe shoes, the dancers are asked to replicate the footwork of 
traditional Spanish dancing' (p i98).
Cereus (1972) is set to a percussion score by Geoffrey Grey, and is described 
by critics as being 'pop' in style. Martin describes it more specifically as 
having 'the look and feel of a dance inspired by a summer scene in Harlem', and 
goes on to say that it serves as 'a broad reminder that ballet began as social dance' 
(1980 p37).21 This is a particularly interesting comment in the context of any 
discussion of the movement vocabularies developed by Tudor in the light of 
critical viewpoints. Critics have frequently disagreed about the use Tudor 
has made of traditional dance sources, and the question arises, therefore, 
whether he used specific and identifiable sources or simply allowed certain 
aspects to give a colour to the whole. The lack of unanimity amongst critics 
could suggest either that they are not, generally, sufficiently expert to be able 
to recognise 'authenticity' of detail, or that Tudor manipulated the various 
sources in such a way as to create an 'impression' without necessarily 
including 'authentic' material. Martin speaks of Cereus as serving as a 'broad 
reminder' that the roots of ballet lie in social dance, and this suggests that 
Tudor has fused the two successfully in this ballet. It could be argued that 
this was his intention in many, or even all, of the ballets which can be seen to 
draw upon traditional dance sources.
The last ballets in this group are The Leaves are Fading (1975) and The Tiller 
in the Fields (1978) which were also Tudor's final works. The music of both 
is, perhaps, less overtly 'national' in character (chamber music and 
larger-scale works by Dvorak), although Dvorak himself drew upon the 
music of his native Czechoslovakia in composition. Philp mentions the 
incorporation of folk-dance elements in both ballets, although he is in the 
minority since most critics make no reference to this. He also, interestingly if 
ambiguously, comments that the national flavour of the music might make 
the use of folk-dance inevitable (1979 p74).22 However, the notated scores of 
both ballets reveal evidence of a folk-dance influence. Chazin-Bennahum 
(1994) refers to 'mazurka-like pushes of the heel into the floor' in Tiller (p232), and 
various examples are noted in relation to The Leaves are Fading in Part 3.
Whereas it is clear that Tudor did indeed draw upon various traditional 
dance sources in the development of movement vocabularies for different
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ballets, the different perceptions of critics in writing about these ballets 
ultimately, that these sources were integrated into each ballet as a 
whole, probably with  different degrees of success. In the wider historical 
context of ballet, it is relevant to compare Tudor's manipulation of such 
source material with that of other choreographers before him. For example, 
in the Romantic and Classical periods of ballet history, 'local colouri generally 
meant that dances were included in full-length ballets as divertissements 
(Swan Lake, for example) which suggested, through costume, music, and 
movem ent, ideas which were often superim posed on danse d'école 
vocabulary. It was not until Fokine and Massine that 'authenticity' became of 
serious importance, as in Massine's Le Tricorne (1919) for example, which 
incorporated authentic Spanish dances. Tudor's Soirée Musicale is perhaps 
the only ballet of his discussed here which used traditional dance sources in 
the nineteenth-century way, presenting a suite of dances, each with a 
different 'national' flavour. All the other ballets mentioned in this context, 
with the exception of the two Arbeau reconstructions, would seem to show 
the influence of various traditional or social dance sources, but for a different 
purpose, that is, to evoke a certain atmosphere rather than a particular 
geographical or temporal location. It is also interesting, of course, to discover 
the difficulties of identifying such influences through the relevant critical 
writings. Visual source materials and notated scores provide evidence of a 
different bu t not necessarily superior nature, since it is im portant to 
understand how these ballets 'come across' to an audience, whether at the 
time of creation or in later productions, although the context within which the 
critic h im /herself is writing also has an im portant bearing on the 
interpretation offered. Realistic gesture is much more easily identified, if it is 
mentioned by critics, because it requires no specialist knowledge, and can be 
simply described.
4.1.3 Moving away from danse d'école: modern dance
The notion of 'modem dance' in relation to Tudor's work is problematic, but 
significant in terms of any attempt to characterise his choreographic style. 
When critics have mentioned 'modem dance' in relation to Tudor's ballets it 
has largely been in the context of a movement style which appears very 
different from ballet as danse d'école, and which does not seem to stem from 
any traditional or historical dance source. 'Modem dance' here does not refer
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to Specific techniques or siyTes as developed by choreographers such as 
Martha Graham but, rather, to a range of movement shapes and dynamic 
qualities which have more in common with this than with ballet. For 
example, the dance for 'Mars' in The Planets has been described as having 
some similarities with the figure of Death in Jooss' The Green Table (1932) 
(Hall, 1950 p i 10)23. Thus it is not a question of 'modem dance' in the sense 
of the new developments in opposition to ballet, but in the sense of 
developments within ballet itself during this period. As such, these aspects of 
movement vocabulary might be termed 'm odem  ballet', except for the fact 
that they are not the whole but only a part of modem ballet (see Chapters 2 
and 3). They are dealt wdth separately here in order to draw the distinction 
where possible between the more traditional aspect of ballet, termed danse 
d'école. Tudor's own choreographic style emerges as an individual 
manifestation of 'm odem  ballet', comprising the unique combination of 
characteristics as explored here.
Only three ballets appear in this section, however, apart from The Planets 
(1934) already mentioned, they are Dark Elegies and Shadow of the W i n d .2 4  
Like The Planets, Dark Elegies was made in the 1930s when the work of Kurt 
Jooss was becoming fairly well-known, and critics writing about the ballet at 
a later date have commented on possible relationships with Central European 
modem dance. Van Praagh and Brinson, for example, suggest that Jooss was 
an influence in the creation of the ballet's movement style (1963 p i 96). 
Certainly there are many aspects of the movement vocabulary of Dark Elegies 
which have an angularity, use of gravity and weight which are far removed 
from ballet and much closer in spirit to developments in modem dance, 
particularly, perhaps, of Central European modem d a n c e .2 5
Shadow of the Wind (1948) was made eleven years later in America, by which 
time Martha Graham was well-established as a major exponent of modem 
dance. However, only Severin makes reference to 'modem dance' in Tudor's 
ballet, writing of Tudor's 'usual combination of ballet and modern dance' to which 
has been applied an 'oriental veneer' (1948 p43). If, as Severin suggests, the 
combination of ballet and modem dance is 'usual' in Tudor's work, this tends 
to point to the notion of Tudor's individual version of 'modem ballef, but it is 
not so ihuminating in terms of characterising that version.
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It m ight be suggested that in the case of the earlier ballets the relative 
newness of Central European modern dance and the work of Massine and 
others offered clearer models for comparison. By 1948, modem dance itself 
was well established, and Tudor's own style more familiar, so that his way of 
integrating different movement ideas into danse d'école might well excite less 
comment Modem ballet in general would also be expected to include other 
modem influences.
4.1.4 In classical style: danse d'école
Tudoris background and training at the Ballet Club were naturally in ballet, 
although he also studied a number of other dance styles briefly before joining 
Rambert. 26 However, it was to be expected that his choreography would be 
rooted in ballet technique, as indeed it was throughout his career. Therefore, 
it might also be expected that all his ballets reflect this in their movement 
vocabulary. However, this cannot be taken for granted because one, at least, 
of his early ballets contains no danse d'école. In judgment of Paris the 
movem ent vocabulary is entirely non-balletic. Critical comment and 
photographs which show recognisable balletic conventions such as pointe - 
work and turn-out give a strong indication that a ballet is based in danse 
d'école. This obtains regardless of the presence or absence of other 
movement sources, and applies to most of Tudor's work. However, if there is 
no such evidence to support the view that a ballet is based in or includes 
danse d'école, it cannot be presumed to be present. If Tudor made one ballet 
without, then he may have made others, and lack of comment on the fact is 
scarcely sufficient evidence either way, although the overall picture suggests 
that danse d'école was the basis of his work in general.
Despite the inevitable gaps in source materials, and the variable usefulness of 
such material as is available, it is possible to identify something of the range 
and natu re  of m ovem ent vocabulary employed by Tudor in his 
choreographies, and to begin to discern some patterns in this use which, 
when considered alongside other aspects such as music, dramatic form and 
musical form, as well as choice of subject matter, help to provide an 
appropriate framework for the more detailed study of selected works in Part 
3, and to characterise Tudor's idiosyncratic version of 'm odem  ballet'. The 
other component, considered next before moving on to structure, is music.
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4.2. The singing body: music
Tudor said 'with me, music must become a partner' (Gruen, 1975 p260). The 
choice of score for each ballet, therefore, is of considerable significance, and 
Tudoris sensitivity to music has frequently been commented upon, although 
there have been a number of occasions when he has been severely criticised 
either for his choice or for the use of music in his b a l l e t s .  27 xhis part of the 
study establishes preferences as far as they may be apparent, through the 
consideration of genre especially, in order that the detailed analysis of works 
in Part 3 may incorporate significant reference to the rôle and function of 
music in Tudor's ballets.
At the Ballet Club, musical resources were fairly limited, and before the war 
music was either arranged for piano or for a small ensemble (Clarke, 1962 
p99). It is not always possible to discover which of these options was 
employed, or to what extent Tudor chose music according to the resources 
available. However, one of the reasons cited for Tudor's decision to leave 
Rambert eventually was the lack of musical resources available (Lloyd 1984 
p42); he wanted to be able to work with larger orchestral r e s o u r c e s .  28 He was 
also concerned about the quality of performances, and evidently preferred to 
use the two pianos at Toynbee Hall rather than accept poor ensemble 
renditions of the music in question.
In terms of characterising music as a component in Tudor's ballets, however, 
there are a number of aspects to be considered. The task is different from the 
one discussed above concerning movement vocabulary, because for most 
ballets it is relatively easy to identify music scores used from programmes, 
histories and archives as well as reviews. Normally, the music score used is 
not something to be "interpreted" but a fact to be noted. There are a few gaps 
and uncertainties, nonetheless; for example, the exact identity of the 'old 
music' used for Mr Rolls' Quadrilles; also the precise selection of short pieces 
and their ordering in other early works, such as Atalanta of the East and 
Lysistrata.
4.2.1 Who and when? Composers and periods
During the course of his career, Tudor used music from the seventeenth to the 
twentieth centuries, including contemporary music. Only once did he
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commission a score for a ballet, however, this was Undertow (1943) 
composed by William S c h u m a n .2 9  xt is clear that Tudor had a preference for 
late nineteenth and early twentieth-century music, as the following list of 
ballets and their composers demonstrates:
Lvsis trata Sergei Prokofiev
Adam and Eve Constant Lambert
Pavane pour une Infante Défunte Maurice Ravel
The Planets Gustav Holst
The Descent of Hebe Ernest Bloch
lardin aux Lilas Ernest Chausson
Dark Elegies Gustav Mahler
Toie de Vivre Jacques Offenbach
and Johann Strauss
Judgment of Paris Kurt Weill
Soirée Musicale Giacomo Rossini art
Benjamin Britten
Gala Performance Sergei Prokofiev
Time Table Aaron Copland
Pillar of Eire Arnold Schoenberg
Romeo and luliet Frederick Delius
Dim Lustre Richard Strauss
Undertow William Schuman
Shadow of the Wind Gustav Mahler
The Dear Departed Jacques Ibert
Lady of the Camellias Giuseppe Verdi
La Gloire Ludwig van Beethoven
Trio con Brio Mikhail Glinka
Nimbus Louis Gruenberg
Ronde de Printemps Erik Satie
Exercise Piece Ariaga Y Balzola
Little Improvisations Robert Schumann
Offenbach in the Underworld Jacques Offenbach
Pas de Trois Offenbach and J Strauss
La Levenda de îosé Richard Strauss
Hail and Farewell Richard Strauss
A Choreographer Comments Franz Schubert
Dance Studies (Less Orthodox) Elliott Carter
Echoing of Trumpets Bohuslav Martinu
Shadowplav Charles Koechlin
Knight Errant Richard Strauss
The Divine Horsemen Wemer Egk
Sunflowers Leos Janàcek
The Leaves are Fading Antonin Dvorak
The Tiller in the Fields Antonin Dvorak
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Tudor worked with music by a wide range of composers, although he used 
most of them only once. The exceptions to this are Richard Strauss, whose 
music Tudor used four times, and Prokofiev, Mahler, Ravel, Offenbach and 
Dvorak, each of whose work he drew upon twice. Although there is a clear 
preponderance of German or Austrian music from the late-nineteenth/early- 
twentieth-century, more significant is the genre within which composers' 
music may be seen to belong. In Tudor's range of choices, the conspicuous 
preference is for late-Romantic music, whether by Austro-German composers 
or by French or Czech (or other nationality) composers.
It is not appropriate here to attempt to define what is meant by late-Romantic 
music beyond the identification of certain features frequently ascribed to 
music of this genre, such as the importance of melody, shifting tonality and 
the use of chromaticism, which are evident in the scores selected by Tudor. 
The significance of these characteristics is discussed further in Part 3.
4.2.2 T always want the body to sing': stylistic medium in Tudor's 
ballet scores.
The choice of instrumental medium is another factor which may have more or 
less significance in the overview of ballets, especially in view of Tudor's 
expressed belief that the body should 'sing' (Gruen, 1975 p266). It is not 
always possible, however, to be sure of the exact medium employed in some 
of the early ballets, although it is safe to say that resources were limited, and 
one-piano, two-piano and small ensemble arrangements were the norm at the 
Ballet Club and the London Ballet.
Keyboard music
Cross-Garter'd Frescobaldi: keyboard
pieces
Constanza's Lament Scarlatti: sonatas
Mr Rolls' Quadrilles 'old music' 30
Lvsistrata Prokofiev: piano pieces
Tudgment of Paris Weill: piano selections
Little Improvisations Schumann: Kinderscenen
piano suite
Fandango Soler: keyboard piece
Passam(*7^ri Cardano - part of the
Gradus ad Pamassum set
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A number of ballets from the early period of his career have scores which are 
for piano or other keyboard instrument, or which used piano reductions of 
orchestral scores. This might be expected in view of the limited resources at 
the Ballet Club, but it is not easy to ascertain to what extent Tudor's choice of 
scores was influenced by these particular limitations. It is also fair to say that 
the intimacy of piano accompaniment is generally very suitable for 
performances on a small scale, such as those mounted by the Ballet Club. An 
additional factor which may have had some bearing on the choice of scores in 
the early works in particular, is that Tudor was himself a very good pianist. 
He played for class regularly, but played for his own enjoyment as well. He 
chose organ pieces by Frescobaldi for his first work. Cross-Garter'd, because 
he had enjoyed playing them himself (Tudor, 1985: Swedish documentary). 
The composer was a contemporary of Shakespeare's, whose Twelfth Night 
was the source of the ballet's theme.
In later productions of Tudgment of Paris by Ballet Rambert, (originally 
presented in two-piano arrangement) the music was performed in its 
orchestral arrangement, and some critics regretted the loss of intimacy and 
immediacy as a result (Williams, 1972 p27). In America, and working with a 
larger company on a larger stage, Tudor did not often return to this medium. 
When he did, it was in the student productions at the Juilliard School for the 
most part, as in Little Improvisations (Schumann), The other ballet made to 
keyboard music was Fandango to harpsichord music by the Spanish 
composer Antonio Soler. This is a ballet for five dancers only, and the 
intimacy of single-instrum ent accompaniment is perhaps particularly 
appropriate, as in the case of Little Improvisations, which is for two dancers 
only. 31
Chamber music
Flizabethan Dances Gibbons et al
Britannia Triumphans Lawes
Exercise Piece Y Balzola: string quartet32
A Choreographer Comments Schubert: Octet
Dance Studies (Less Orthodox) Elliott Carter: woodwind
quartet
Sunflowers Janàcek: first string quartet
Continuo Pachelbel: Canon in 0^3
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Cereus Geoffrey Grey: percussion
quartet, L'inconsequenza 
The Leaves are Fading Dvorak: string ensembles.
Chamber music in this context refers to music arranged for small groups of 
instruments an d /o r voices, for example string quartets. Most of the ballets 
set to chamber music were those made for Juilliard students, and in the 
context of a School of Music this is not surprising. The notion of maintaining 
an appropriate balance of resources, as outlined above, obtains here, too. The 
two Arbeau reconstructions, for example, involved a collaboration between 
Tudor and the music department at Juilliard. 34 Sunflowers and Continuo 
were both later taken into the repertoire of professional companies. These 
two. Exercise Piece and The Leaves are Fading are set to string ensemble. 
Cereus, the other ballet in this group, is set to music for percussion quartet.
Solo with accompaniment
Tardin aux Lilas Chausson: Poème for violin
' and orchestra
Dark Elegies Mahler: Kindertotenlieder
Gallant Assembly Tartini: 'cello concerto
Gala Performance Prokofiev: piano concerto
Shadow of the Wind Mahler: Das Lied von der
Erde
Dim Lustre Richard Strauss: Burleske for
piano and orchestra 
Nimbus Gruenberg: violin concerto
Hail and Farewell Richard Strauss: Four Last
Songs
An especially interesting choice of score is that in which there is a solo 
instrum ent or voice set against the backdrop of orchestral writing. It is 
significant in the present discussion because of Tudor's own interest in the 
position of the individual in society and relationship to that society, so that 
there are parallels which may be drawn between the musical structure/form 
and the ballet's subject matter. The first ballet with music of this kind was 
Tardin aux Lilas, set to Chausson's Poème pour Violon et Orchestre. In this, 
the violin is often, but not always, associated with Caroline, the central 
character. The music reflects the theme of the ballet in the sense that Caroline
80
/ he Problem s o f  Text : Conp>oneiits and S tru ctu re  in i udor 's Pallets
is central and much of the action is presented as if through her eyes, but 
Tudor allows the dance and music to maintain a complementary relationship, 
rather than copying the musical structure exactly in the dance. (These issues 
are discussed further in Chapter 8: Idiosyncrasy and communality.)
Dark Elegies is set to Mahler's song-cycle Kindertotenlieder and, again, the 
solo voice in concert with and yet separate from the orchestra, reflects the 
ballet's theme of individuals within a community, each expressing a personal 
response to tragedy. Again, the facile matching of music and dance 
structures is avoided, both through the w^ ay each song is treated in the dance, 
and by the fact of having different solo dancers, compared with one solo 
singer, so that the parallel is not pushed too far.33
Gallant Assembly, to a 'cello concerto by Tartini, and Gala Performance, 
which uses the first movement of Prokofiev's Third Piano Concerto (in 
addition to the Classical Symphony)/ are the other ballets from this period of 
Tudor's career with music of this kind. However, Tudor already had in mind 
Mahler's longer song-cycle Das Lied von der Erde, although he did not 
choreograph it until 1948 for Ballet Theater, in Shadow of the Wind. Five 
years earlier, he had made Dim Lustre to Richard Strauss' Burleske for Piano 
and Orchestra. In 1950 Tudor made Nimbus for the New York City Ballet, 
using the American composer Louis Gruenberg's violin concerto, and the last 
ballet to use the concerto or song-cycle form was Hail and Farewell (1959), 
once more to music by Richard Strauss: the composer's Four Last Songs (for 
the second half of the ballet).
Of the pieces of music noted in this group, most are for either voice and 
orchestra or a stringed instrument and orchestra. This in itself is interesting 
in the light of Tudor's own remark about always wanting 'the body to sing' in 
his choreography (Gruen 1975 p266). Stringed instruments are generally 
considered to be closest in timbre and expressive quality to the human voice, 
so it is not remarkable that these two should be his most frequent choices.
Orchestral music
Adam and Eve Lambert
Pavane pour une Infante Défunte Ravel 
Paramour Boyce
Suite of Airs Purcell
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Toie de Vivre
Hunting Scene 
Soirée Musicale 
Gala Performance 
Goya Pastorale
Time Table 
Pillar of Fire
Romeo and luliet 
Undertow
Lady of the Camellias 
La Gloire 
Trio con Brio
Offenbach in the Underworld 
Pas de Trois
La Leyenda de José 
Hail and Farewell 
Echoing of Trumpets 
Concerning Oracles 
Shadowplay 
Knight Errant 
The Tiller in the Fields
Offenbach and Johann 
Strauss 
] C Bach36 
Rossini arr Britten 
Scene 1: Prokofiey 
Granados: orchestration of 
piano pieces 
Copland
Schoenberg: the composer's 
arrangement of a string sextet 
Delius
William Schuman
Verdi
Beethoven
Glinka
Offenbach
Weber
Strauss
Richard Strauss 
Martinu 
Ibert 
Koechlin 
- Richard Strauss 
Dvorak
Most music for ballets produced by the Ballet Club was arranged for piano or 
small ensemble, as noted above. The Planets (Holst) and probably The 
Descent of Hebe (Bloch) were arranged for small string e n s e m b l e ,37 but the 
others from this period are likely to have been rendered in one- or two-piano 
transcriptions. After the move to America, larger orchestral resources were 
available for most of Tudor's work, although he did not always make use of 
large-scale orchestral works.
In summary, it may be seen that Tudor's choice of music shows a preference 
for late Romantic music of the nineteenth and early twentieth century. Music 
for strings or voice is frequently chosen, supporting Tudor's professed view 
that the body should 'sing' in choreography. The use of music in which a solo 
instrument or voice is set against orchestral accompaniment is also frequently 
apparent, w^hich is itself interesting in the light of the subject matter of these 
ballets, discussed (in parallel with a consideration of the musical form) in the 
following chapter and in Part 3.
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4.3 Condensation of sensations 1: dramatic form
4.3.1 Single scene
4.3.2 Multi-scene
All Tudoris ballets are in the one-act form which Fokine pioneered and which 
choreographers of Tudor's generation largely continued to use, particularly in 
the 1930s and 1940s. Some of Tudor's contemporaries, Ashton and 
Balanchine, for example, later began to make larger-scale works as well, but 
Tudor kept to the single-act form throughout his career. At one level of 
structure, therefore, all his ballets share this common feature. However, 
many of them contain two or more scenes, and it is in this respect that it is 
possible to differentiate between them in terms of form. With the wTitten 
sources available, and without access to performances of most of the works, it 
is not possible to be more specific than to say that a ballet has one scene or has 
more than one scene, so the division has been made here, and there are only a 
handful about which even that much cannot be ascertained. It emerges that 
Tudor's preference overall was for the single or, at most, two scene format 
suggesting a commitment to tightly structured and focused work.
4.3.1 Single scene
Cross-Garter'd 
Constanza's Lament 
Mr Rolls' Quadrilles 
lardin aux Lilas 
Suite of Airs 
Gallant Assembly 
Toie de Vivre 
Tudgment of Paris 
Soirée Musicale 
Time Table 
The Dear Departed 
Les Mains Gauches
Ronde du Printemps I ^
Trio con Brio .
Exercise Piece 
Little Improvisations 
Elizabethan Dances 
Britannia Triumphans 
Offenbach in the Underworld 
Pas de Trois
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A  Choreographer Comments 
Dance Studies (Less Orthodox)
Fandango
Echoing of Trumpets
ShadowDlav
Continuo
Sunflowers
Cereus
The Leaves are Fading 
The Tiller in the Fields
Almost tw^o-thirds of Tudor's ballets are set in a single scene, and this group 
includes some ballets with a highly developed story-line as well as those with 
only a very shght dramatic thread. Undertow, for example, has only a single 
scene, even though there are several separate events which take place 
concerning the Transgressor and his developing psychosis, which leads 
ultimately to murder.
Echoing of Trumpets, similarly, takes place in a single scene, which provides 
the setting for the encounters of the village women and the occupying troops, 
the woman and her fugitive husband, his later capture and execution, the 
retaliation of the women, and the further retaliation of the soldiers. 
Shadowplav, w^hile it has a less-specific story-line, does include identifiable 
events in the various encounters between different characters and The Boy 
with the Matted Hair, but aU in the same scene.
Tudor's earliest three ballets, as might be expected, are all single-scene works, 
as are several from the 1930s. Although economic factors may have been 
instrumental at times in the decisions made about number of scenes - money 
was notoriously scarce at the Ballet Club, and a continuing problem for Tudor 
with his owm company - it is unlikely that these factors dictated absolutely. 
The Ballet Club was noted for its enterprise, and Marie Rambert's ability to 
find inexpensive alternatives for costumes and sets was legendary. Therefore, 
when Tudor felt that the ballet he wanted to make demanded two or more 
scenes, it is likely that he would have been helped to find a way of achieving 
this. His evident preference for single scene works, however, earned over 
into his career in America in later years.
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4.3.2 Multi-scene
Adam and Eve 
Atalanta of the East
The Planets j • >
The Descent of Hebe 
Dark Elegies
Gala Performance " ' ' ' < -
Pillar of Fire :
Romeo and Juliet -ia iIk I «a i:
Dim Lustre 
Nimbus
Lady of the CameUias 
La Gloire 
Hail and Farewell 
Concerning Oracles 
Knight Errant
Because of the difficulty of verifying details of dramatic structure in many of 
Tudor's ballets, this group contains all those with more than one scene. 
Sometimes it is known that a ballet has two scenes, sometimes there is not 
sufficient evidence to ascertain whether it has two or more. If a ballet has a 
change of backcloth, this is the clearest indication of a change of scene, but a 
change may also be effected through the use of lighting, as in Dim Lustre, or 
by the fact of a new set of dancers taking the place of the first dancers, with a 
new section of music, perhaps, and a clear break between the two. Hail and 
Farew^ell is one such ballet.
Gala Performance also has two clear scenes, the first back-stage before a 
performance, and the second on-stage for the performance itself. La Gloire 
(1952) is similar in this respect, showing on-stage and back-stage scenes. 
Nimbus (1950) sets the first scene in the bedroom of a young woman 
dreaming about an 'ideal beau' and second on the roof of her apartment, 
where she meets him in reality. The last ballet Tudor made with more than 
one scene was Knight Errant (1968).
Of the eighteen ballets made in the 1930s, six have more than one scene. Some 
of these are 'story' ballets, such as Adam and Eve, Atalanta of the East, and 
The Descent of Hebe. The Planets is not a 'story' ballet in this sense, but it has 
four distinct scenes depicting four planets and the mortals under their 
influence. Some ballets clearly have two scenes only, such as Dark Elegies, in
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which the first scene ends with black-out followed by the second scene with a 
different backcloth and quite different atmosphere. 38
Pillar of Fire, like Park Elegies, has two scenes divided by a short black-out. 
The music continues through the scene change but, again like Elegies, there is 
a clear change in the mood of the music itself (outlined and discussed in 
Chapter 8). In both ballets, the mode changes from minor to major (more or 
less; there is some fluidity of tonality in both scores) and the black-out itself 
takes place during a quiet, still moment in the music before the appearance of 
a new melodic idea. 39
4.4 Condensation of sensations 2: musical form
Musical form is considered separately from dramatic form because in Tudor's 
ballets the two are not synonymous. It is also interesting to note that, as with 
dramatic structures in single scenes, a single-movement music score may be 
used for a ballet w^hich itself has a developed story-line. Undertow, again, 
also Pillar of Fire and, to a lesser extent, lardin aux Lilas and Dim Lustre, are 
examples of this. Similarly, a multi-movement score or arrangement does not 
presuppose intricate dramatic structures. The ballets made for students, also 
Suite of Airs, Trio con Brio and The Leaves are Fading, are ballets with little 
or no dramatic development, although many others do indeed have a 
story-line or some kind of dramatic theme, such as Adam and Eve, The 
Descent of Hebe, Lvsistrata, Romeo and luliet and others.
At this level of analysis it is possible to differentiate musical form as follows:
4.4.1 Single movement piece
4.4.2 Multi-movement piece or suite
4.4.3 Arrangement
4.4.1 Single movement piece
There are not many Tudor ballets set to a single movement musical score, that 
is, one which is complete in itself and runs without a break. Several ballets 
which do have such a score are small-scale 'miniatures', for example Pavane 
pour une Infante Défunte (set to Ravel's score of the same title). Pas de Trois
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(to Weber's overture Euryanthe) and Continuo (to Pachelbel's Canon in P ). 
However, the others are major works:
Tardin aux Lilas
Pillar of Fire 
Dim Lustre
Undertow
Chausson: Poème pour Violon 
et Orchestre
Schoenberg: Verklàrte Nacht 
Richard Strauss: Burleske for 
Piano and Orchestra 
commissioned score by 
William Schuman
4.4.2 Multi-movemen^suite
By comparison, Tudor made use of multi-movement scores relatively 
frequently throughout his career. Song-cycles, concertos and complete 
chamber music compositions (string quartets, for example) aU offer the 
possibility of a distinct structural framework for the choreography, which 
Tudor exploited in a number of different ways in the ballets.
Dark Elegies 
Shadow of the Wind
Hah and Farewell 
The Descent of Hebe 
Gallant Assembly 
Nimbus 
Exercise Piece
A Choreographer Comments 
Dance Studies (Less Orthodox) 
Cereus
The Divine Horsemen
Sunflowers
Mahler: Kind ertotenlied er 
Mahler: Das Lied von der 
Erde
Strauss: Four Last Songs 
Bloch: concerto grosso 
Tartini: 'cello concerto 
Gruenberg: violin concerto 
Y Balzola: string quartet 
Schubert: woodwind octet 
EUiott Carter: wind quartet 
Grey: percussion quartet 
Egk: Variations on a 
Caribbean Theme 
Janàcek: first string quartet
Suites of pieces with a given order of performance also offer the possibility of 
a clear structural framework for the dance. In his ballet The Planets, Tudor 
initially used only three movements from the suite: Venus, Mars and 
Neptune. Later he added Mercury, but changed the order from Holst's 
original.
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Other suites used are Britten's arrangement of music by Rossini for Soirée 
Musicale (dances in different national 'styles' linked thematically by the 
context of a social gathering: Canzonetta, Tirolese, Bolero and Tarantella), cmd 
Schumann's Kinderscenen for Little Improvisations, in which a young girl 
and boy playfully explore aspects of their friendship, and of growing up.
Adam and Eve (Lambert) was composed as a ballet score for Diaghilev 
(rejected as being 'too English' (Sitter Out, 1933 p428),40 but used by Tudor at 
Rambert's suggestion in 1932.
Adam and Eve Lambert: Dance Suite
The Planets Holst: Planets Suite
Soirée Musicale Britten: Soirées Musicales
Little Improvisations Schumann: Kinderscenen
Occasionally, Tudor used 'incidental music', that is, musical interludes from 
plays or operas, for example. In these cases, no pre-determined structure 
would necessarily exist in detail, allowing the choreographer some latitude in 
the selection of movements used.
Suite of Airs Purcell: incidental music to
The Fairy Queen 
Tudgment of Paris Weill: incidental music from
The Tlireepenny Opera 
Trio con Brio Glinka: dances from Russian
and Ludmilla
4.4.3 Arrangements
The largest group of scores is that of arrangements, here intended to identify 
a score compiled of separate pieces placed in sequence by the choreographer 
with or without other additions or modifications being made to the structure 
for the ballet score. Some of these scores consist of selections of short pieces 
in the same medium and by the same composer, such as the piano pieces 
selected by Tudor for Lvsistrata. Others consist of larger-scale works 
juxtaposed, for example the three Beethoven overtures used for La Gloire. In 
all cases, the different pieces are by the same composer. The only area of 
uncertainty here surrounds two early works, Mr Rolls' Quadrilles ('old 
music'; which may or may not have been selected and arranged by Tudor
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himself, in fact) and Atalanta of the East (an arrangement by Szanto and 
Seelig of 'oriental melodies'), in both of which the composer, if any, is 
unknown. Nonetheless, the 'arrangement' status still obtains.
The relative size of the pieces of music used in the compilation of the ballet 
score is not always easy to establish, although in some cases it is quite clear. 
Those ballets with scores consisting of arrangements of short pieces include 
the following, and it can be seen that keyboard compositions predominate.
Cross-Garter'd
Constanza's Lament 
Mr Rolls' Quadrilles 
Lvsistrata 
Goya Pastoral
Atalanta of the East 
Paramour
Elizabethan Dances 
Britannia Triumphans
Frescobaldi: organ pieces 
arranged for piano 
Scarlatti: keyboard sonatas
Prokofiev: piano pieces 
Granados: piano pieces arr. 
Byrnes
Boyce: movements from 
symphonies arr Lambert 
Gibbons, et al 41 
Lawes
Larger scale arrangements, on the other hand, consist of orchestral works, or 
orchestral arrangements of chamber works (as is the case in The Leaves are 
Fadmg42).
Hail and Farewell 
Gala Performance 
Romeo and Tuliet
Ladv of the Camellias 
La Gloire
Echoing of Trumpets 
Concerning Oracles
R Strauss: Festival March O pl 
and Serenade Op7, for Scene 1 
Prokofiev: Classical 
Svmphonv, for Scene 2 
Delius: Eventvr, Over the Hill 
and Far Away, Brigg Fair, The 
Walk to the Paradise Garden, 
Prelude to Irmelin 
Verdi: selections from 
Nabucco, Sicilian Vespers, 
Macbeth, I Lombardi 
Beethoven Overtures:
Egmont, Coriolan, Leonora 3 
Martinu: Fantaisies 
Svmphoniques 
Ibert: Suite Elisabétaine, 
Capriccio, Divertissement
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Shadowplav Koechlin: Les Bandar-Log.
fragments from La Course du 
Printemps
Knight Errant Richard Strauss: Le Bourgeois
Gentilhomme, prelude to 
Ariadne auf Naxos
The Leaves are Fading Dvoràk: movements from
string quartet, string quintet. 
Terzetto, and Cypresses
Clearly, Tudor most frequently preferred to use scores with different 
movements or sections, probably because of the range of possibilities offered 
in terms of variation in drama or atmosphere, and the potential for allowing 
the musical structure to provide at least a framework for the dance structure. 
That Tudor did not slavishly adhere to musical structures in his creation of 
complementary dance structures is demonstrated in Part 3, with reference to 
selected representative works. It is also relevant to note, however, that 
variations in mood, atm osphere and dram a are also present in 
single-movement scores, most notably Tardin aux Lilas and Pillar of Fire. The 
former is structured around two main musical themes which are heard at 
different stages of the Poème in different orchestrations, and with different 
dynamic and speed.43 Pillar of Fire, while being composed as a 
single-movement work, is in fact based on two linked sonatas, with the 
attendant features of first and second subject groups, developments and 
recapitulations.44 As noted earlier, it is not possible, or appropriate in the 
context of this part of the study, to investigate every work in Tudor's oeuvre 
to this level of detail, although it would undoubtedly be a fascinating and 
fruitful exercise and, since music scores are more numerous and more widely 
available than dance scores, it would not be impossible to do so, given 
sufficient information about the make-up of individual scores.
Conclusion
In looking at the body of works made by Tudor throughout his career, a 
number of aspects begin to emerge which relate to his choices in devising 
movement vocabularies, selecting music, and structuring the component 
features of ballets. Source materials, while being uneven in quality and
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quantity for the exercise, nonetheless offer useful insights and help to give 
shape to the notion of a 'choreographic style' at a certain level.
In movement vocabulary, Tudor worked from a basis of danse d'école, as 
might be expected given his training and experience. He also drew upon 
other sources of movement material, such as 'realistic' gesture and period or 
traditional dance sources. These are clearly used more frequently as a means 
of conveying character or circumstance, or in the evocation of a particular 
mood or atmosphere, than as a means for forwarding the dramatic action, for 
example, or illustrating a specific geographical or period setting, although 
these aspects may be of greater or lesser significance in different ballets. The 
notion of 'm odem  dance' is referred to infrequently by critics but, when it is 
referred to, the implication is that Tudor has sometimes m anipulated 
movement ideas in ways which have more in common with certain aspects of 
modem dance than with danse d'école.
The choice of music reflects a preference for late Romantic music of the 
nineteenth and early twentieth century, although Tudor also used music from 
m uch earlier periods, and some contemporary scores. He only once 
commissioned a score for a ballet, evidently preferring to work with music 
with which he was already familiar, or to search out a particular score for a 
specific idea. Sometimes the music provided the idea, sometimes the idea 
came first, requiring music to match (see Chapter 2). The expressive potential 
of music for strings or voice was exploited by Tudor in a significant number 
of ballets.
In terms of dramatic structure, the one-act form is invariably employed, and 
many ballets are set in a single scene, or with two scenes only, the change of 
scene being effected by the use of lighting or unobtrusive set alterations. The 
structure of music used includes single movement works, suites, song-cycles 
and concertos, and arrangements of a variety of works by the same composer 
to make up the score for the ballet. The most frequently chosen structure was 
the multi-movement work, whether a single composition in several 
movements or sections, or a selection of related pieces combined by the 
choreographer. These offered the possibility of exploiting a range of dynamic 
changes in the score, which Tudor made use of in different ways, and this is 
discussed in Part 3.
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While he showed clear preferences, in some areas more than others, Tudor 
also explored a range of possibilities in movement vocabulary, music and 
structural aspects, and this is particularly evident in the fact that, while 
certain choices in relation to these components and structures do recur, they 
do so in a variety of combinations in different ballets, as is further 
demonstrated in the following chapters.
At the level of discerning and describing the component parts and structures 
of dances, critical writing and other source materials, apart from the notated 
score or actual performance, allow for one aspect of analysis to be pursued. 
The fact of the mediation of the dance 'text' via the critic, however, also 
highlights the problems attendant upon this approach, in terms of, for 
example, the need to recognise the critic's own context, historical and artistic, 
and the extent to which this informs and influences the substance of the 
writing. These issues continue to provide material for discussion as the 
enquiry progresses to questions of interpretation in the next chapters.
Chapter 5 (What is it about?) focuses on the subject matter of Tudor's ballets. 
The problems of identifying subject matter are examined, as well as the 
discernible preferences of the choreographer in terms of subject matter within 
a narrative-mood continuum.
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Notes to Chapter 4
In addition to the normal library resources accessible, three important sources of 
archival material include files of material encompassing both critical writing and 
programmes, photographs, unpublished notes and letters, and photographs. In 
pursuing this research, the archives consulted are the New York Public Library' 
Dance Collection, the Rambert Dance Company archive, and the Theatre Museum 
archive, London. All three include files labelled 'Clippings' incorporating such 
material (see bibliography).
In view of the variability of source materials it seems appropriate to accept the broad 
judgments of the theatre-going community and to work with those.
Lloyd wrote of Dark Elegies that Tudor was ahead of his time ‘doing a Mary \Nignum, 
as it were, hut on point, using classical movements and yet making leaps into a collapise which 
no-one had ever done before'(19S4 p51).
Balanchine, for example, comments that there is much 'mime' in the ballet, 
culminating in all the characters pouncing on the customer's wallet at the end when 
he slides into drunken oblivion (1978 p331).
'The dresser holds up a mirror to the Italian, and suddenly, in one quick moment, she 
inexplicably slaps her maid for not concentrating on her every little wish' (Chazin- 
Bennahum, 1994, p94).
'The maid turned to look at the French ballerina, who was frantically rehearsing before she 
went on (the Italian ballerina nether rehearsed before going on!) and I Ithe Italian ballerimij 
gave the maid a slap. That was all' (Lloyd, 1984 p51 ).
Laing describes the scenario of Dim Lustre thus: 'Two people find they have been caught 
up with memories, not with each other, and they part' (Cohen, 1963 p58).
Greenberg describes an example of the interchanges 'during a slight pause someone puis 
his hand on the male partnei's arm, which suddenly brings some memoiy out of his past' 
(1945 p476).
Beaumont writes 'we see the star making ready for her role; a little distance away her 
undeistudy...watches her intently, copying the star's gestures and expressions' (1955 p i70). 
Bland, however, writes of 'too much (and sometimes too corny) natural gesture' (1952 
p9).
Percival notes that the minor characters (Postilions) are used 'to indicate, by mime or 
expression...exactly what is happening behind the curtains' (1969 p29). Chazin-Bennahum 
(1994) refers to the throwing out of the window of the Chevalier's clothes by the 
Woman of Consequence (p215).
Bland writes that the animals
awkwardly ape Ithe Boyl, but soon one be^ns to pick his scalp, another 
nibbles something off the floor. They are still anitnals, while he is a Man.
But as the curtain falls we see his hand go up to his ribs in a simian 
scratching gesture. He too is now part of the jungle of experience.
1 9 8 5  p 9 5
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10
11
12
13
Initially, period/court dance and social/traditional dance were considered  
separately, but since the former group proved to be small, and both concern dance 
forms outside the usual definition of Western theatrical dance, it became more 
appropriate to group them together.
The dancers were, indeed, instructed to look at Botticelli paintings in order to 
understand the style required. Wilson writes that American Ballet Theatre dancers 
were asked to look at Botticelli pictures in the National Gallery, on their visit to 
London in 1946 (in Drew 1958 p440).
See Hill in Topaz, M (ed) (1989) Antony Tudor; The American Years. Choreography 
and Dance vol. 1 part 2 pp39-58.
Tudor became deeply involved in Zen Buddhism in America later, although Lloyd 
suggested that he was a Buddhist long before he knew he was' (1984 p52).
The Sitter Out commented on 'a deal of posturing in attitudes with which toe have been 
made familiar by pictures of eastern statuary' (1933b, p222) (which recalls Tudor's 
request to dancers rehearsing Romeo and luliet some years later that they look at 
Botticelli paintings in order to understand the style he wanted) and asked whether 
Tudor was aware of the precise meaning of such poses as those demonstrated by 
Uday Shankar. Hall, however, wrote that Tudor was 'inspired by Indian dances to 
inventa new and exceptionally flexible vocabulmy of dance movements' (1950 pi 09), which 
gives a different perspective both on Tudor's method and his intention. Tudor 
himself told David Vaughan (Vaughan, 1985 p74) that he got movement ideas from a 
book on Javanese dance, which is the most revealing fact in relation to stimulus and 
choreographic intention.
In view of his method as described by Peggy van Praagh (1984) and others, which 
was to develop a new movement vocabulary for each new work, it seems likely that 
various sources may have been drawn upon with the intention of creating the 
appropriate style of movement for the chosen treatment of the theme, without 
necessarily giving movements any precise meaning in the way that Indian dance 
does (see Chapter 9).
The Planets was also perhaps Tudor's first major work to demonstrate his potential 
for developing original movement ideas. Vaughan notes that the style employed in 
the 'Mars' section for example, might be seen to be related to some of Massine's or 
Jooss' work, but that in the Neptune' section seemed to owe nothing to anything 
before it (1985 p75).
16 The choice of this word - shadow' - perhaps also reflects Tudor's growing interest in 
oriental philosophy. See Munro (in Osborne, 1981) on expressionism and oriental art, 
quoted in Chapter 3.
17 Critics were divided on the merits of this ballet, but overall there was much negative 
criticism, even from writers who also found positive aspects in the ballet. Femau 
HaU, however, told Judith Chazin-Bennahum (1994) that Margaret Craske had 
described the ballet as 'a jewel of a choreographic loork' (pi 52).
18 In the context of each work this is appropriate. The dancers in Elegies are members 
of a community who try to support each other in a common grief, in Echoing the
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soldiers are united with each other but, at the same time, want to demonstrate their 
strength and superior power to the village women.
19
20
Peacock saw 'scarcely any '’national'' steps' but nonetheless felt that 'the attnosphere of 
various countries was suggested with remarkable success' (1939 p47). Hall, on the other 
hand, found much more specific references to different national styles, remarking 
upon the 'sympathetic understanding of the precise arm movements of Spanish dancing' in 
the Bolero (1950 p i 15). Coton called this dance a 'paraphrase' of Spanish dancing 
(1947 pl6).
See Hutchinson Guest (ed) TudoKs Soirée Musicale (1993) for a comprehensive 
account of the ballet both in notation score, photographs and supplementary text. 
See also Mary Clarke's remark in relation to Shadowplav: 'It evokes but does not 
precisely copy another culture' (1967 p292).
Chazin-Bennahum (1994) quotes Tudor's own notes for the Labanotation score: 'this 
is the generation directly following the West Side Story gangs' (p222).
^  While it may not make the use of folk-dance 'inevitable', music with a strong national
flavour may colour the movement to the extent of suggesting a national element 
more strongly than the dance alone may do, in certain contexts. This issue is 
discussed in Part 3, although not specifically in relation to 'national' flavours.
Other comparisons which may be made are with the Rake in de Valois' The Rake's 
Progress, made in the year after The Planets, and with moments in Massine's 
Choreartium (1933). See also Maude Lloyd's comment about Dark Elegies, quoted 
above (1984).
24 Chazin-Bennahum also suggests that Undertow 'contains many hints of modern dance 
technique' (pl43), and this serves to illustrate further the difficulty of separating out 
modem dance aspects from developments within the canon of ballet. Indeed, it is 
scarcely a relevant separation, for the most part, since the cross-influences between 
the two major strands of western twentieth century theatre dance are clearly highly 
significant and far-reaching.
It is also interesting that Pillar of Fire has not been discussed in terms of modem  
dance, in view of the use of the torso, gravity, and parallel alignment at different 
times in the ballet. It may be that the specific narrative structure of the work, and the 
more widespread use of pointe-work (than in Elegies, for example) made it appear 
more closely related to the tradition of classical ballet at the time of its creation.
25 As a young man in England in the 1930s, Tudor went to see as many dance 
performances as possible (see Chapter 2), which would include performances by 
Jooss' company, and there is no reason to doubt the potential influence this may have 
had. And see Lloyd (1984), again.
26 Tudor's experience of dance techniques included tap dancing and modem dance as 
taught by Anny Boalth (see Vaughan 1985, and Tudor 1985, cited in the previous 
chapter).
27 In terms of the choice of composers for ballets, Tudor has often been described as 
original, and not always in a complimentary sense, although in general he has been 
acknowledged as a supremely musical choreographer. O ri^ a lity  is bound to excite
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criticism as well as praise and, although there are some exceptions mentioned below, 
in general his choice of music has been widely and warmlv acclaimed throughout his 
career. Sometimes critics have been proved right in their condemnation of a 
particular score, and sometimes they have been proved wrong. Dark Elegies is a 
good example of the latter; at the time of its first performance, the choice of music 
was considered inappropriate by more than one critic. Mahler was not a composer in 
vogue in the 1930s, although his music has enjoyed a revival since. Apart from that, 
however, the Kindertotenlieder was considered too heav^ and sombre for a ballet, 
the theme itself was also considered so by some. However, Mahler's music is now 
acceptable as ballet music, and many choreographers have used it since, including 
Tudor himself in Shadow of the Wind. This ballet, appearing more than ten years 
after Dark Elegies, was also criticised for its music, nonetheless. Das Lied von der 
Erde was considered too long this time, although it has been used again since with 
more success by Kenneth Macmillan. It is likely that other factors were significant in 
the quick disappearance of this ballet from the repertoire. The musical resources 
required are considerable and expensive but the ballet was also, to many, a surprise, 
and not what was 'expected' of Tudor, and not generally liked. It is also a somewhat 
awkward length, lasting over an hour, so that it is not a evening-length ballet, but 
neither is it easy to slot into a 'triple bill', for example.
An early ballet which drew censure because of its music was Lysistrata. The 
composer himself, Prokofiev, believed that Tudor's particular choice of piano pieces 
was inappropriate to the theme of the ballet (Percival, 1963 plO). According to Mary 
Clarke, Atalanta of the East was 'wrecked' by its score, a ';x>or' arrangement of oriental 
melodies (1962 p92).
Romeo and luliet (1943) was made to a selection of music by the English composer 
Frederick Delius, and this was widely considered to be lacking in the necessary 
drama and passion for the theme (Sitter Out, 1946b p612). In his earlier 
Shakespearean ballet Cross-Garter'd. Tudor had deliberately chosen music from 
Shakespeare's own time. On this occasion, it seems, he wanted to capture something 
of the English quality of the play, relying on the design and movement style for the 
Renaissance flavour, but it was not well received in general. Again, critics differed 
widely in their evaluations, but the ballet was dropped from Ballet Theatre's 
repertoire in favour of Kenneth Macmillan's Prokofiev version eventually.
The other ballet to suffer from particular criticism because of its music was La Gloire 
(1950), set to three Beethoven overtures. One critic said 'Beethoven kept trampling 
madly over the bits of it' (Denby, 1986 p524).
As pointed out above, these examples cited are the exceptions rather than the rule, 
and Tudor has much more frequently been praised for his musical sensitivity and 
accomplishment.
28 Tudor had hopes of staging a major work based on the Finnish Kalevala to music by 
Sibelius which was certainly beyond the resources of Ballet Rambert and the Mercury 
Theatre (Lloyd, 1984 p42). Despite talks with the composer (who, in fact, wanted 
Tudor to use some of his ballet music rather than the symphonic works Tudor had in 
mind), and the creation of costume designs and a detailed scenario (in the Rambert 
Dance Company Archive), the plans were abandoned after a few rehearsals. Tudor 
also discovered that the Kalevala were written in the nineteenth century, and not 
much earlier, as he had supposed, and this also contributed to his decision to set 
aside the idea (Vaughan, 1985 p81).
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2^ The music for the Kalevala ballet was to have been commissioned from Gian-Carlo
Menotti (Schulman, 1951 p21; Tudor, Henry Street Lecture).
80 Sometimes entitled Mr Rolls' Militarv Quadrilles, the music for this ballet was
described by Lloyd (in Hunt, 1983 pl4) as 'old-EnglisIT music. Ashley Dukes, Marie 
Rambert's husband, apparently bought the music because of its attractive cover 
(Percival, 1963 p9).
Goya Pastorale (1940) is a rare example of keyboard music (by Granados) being 
orchestrated for a ballet of Tudor's. However, it is also atypical in that it was Tudor's 
first work for Ballet Theater, and a re-choreographing of an existing work by 
Fernandez. At this early stage in his association with Ballet Theater, it is likely that 
he may have been constrained by circumstances to work in a way different from his 
preference.
82 Tudor's first ballet for JuiUiard students.
88 Tudor's last ballet for JuiUiard students.
84 See Hill in Topaz (ed) (1989) Antony Tudor: The American Years for programme
facsimiles and details of these projects.
85 These two ballets, lardin aux Lilas and Dark Elegies, are among those seen in live
performance and on video by the author.
36 Hunting Scene and foie de Vivre made up part of Seven Intimate Dances', the 
remaining choreographies by Agnes de Mille, and the whole presented as a curtain- 
raiser to the play Marriage by Gogol (Chazin-Bennahum, 1994 p248).
87 Chazin-Bennahum (1994) notes that the arrangement for The Descent of Hebe was for 
string quartet (p248).
88 xiiis is change of a different order, of course, and arising out of the interaction of all 
component parts, something which cannot always be deduced from written source 
materials, but only with certainty from direct engagement with the work itself.
89 Again, this level of analysis is only possible through access to the works themselves, 
or, at least, scores of both music and dance. Analysis of selected works in this kind of 
detail is presented in Part 3.
40 The score was entitled Dance Suite and, although Diaghilev rejected it as it was, he 
'earmarked some of the numbers for inclusion in the same composer's Romeo and luliet ' 
(Sitter Out, 1933a p428).
41 This is an unusual instance of the music of more than one composer being used, the 
others being loie de Vivre and Pas de Trois.
42 Pillar of Fire may be seen to fall between two stools' in some sense; Schoenberg's 
Verklarte Nacht is written for string sextet, but for the ballet the composer's 
arrangement for an expanded string ensemble is used. The difference between this 
and the Dvorak score for The Leaves are Fading is a question of degree.
97
The Problem s o f Text : C om ponents and S tru ctu re  in I udor 's Ballets
48 It is also interesting that, while being a single-movement work. Chausson s Poème
also incorporates concerto-like features in its writing for solo violin and orchestra. 
Similarly, Dim Lustre's score is concerto-like in this sense; in this case the solo 
instrument is the piano.
44 See Swift (1990) Tonal Relations in Schoenberg's Verklarte Nachf.
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CHAPTER 5
What is it about? Subject matter and its 
treatment in Tudor's ballets
Introduction
You could select either ofiwo poems to remind you of death, say. But 
supposing you had read a poem and admired it, could you say: 'Oh, 
read the other, it will do the same'?
Wittgenstein, in Redfem 1983 p90
The subject matter of a ballet, its treatment, and any possible meanings which 
may be ascribed to it, are closely inter-related, and require source materials to 
assist in the process of interpretation rather than simply to describe aspects of 
components and structure.
At this level of ahalysis the rôle of the reader, in the first instance the critic 
and her or his part in the construction of meaning, is especially highlighted.
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Secondly, the rôle of the present author in further examining the evidence 
and identifying questions or suggesting possibilities, comes into focus.
As Belsey writes
to understand the text in its historical specificity is not the 
same as to set it free from its historical moorings, reading it as 
the work of the present
1980 pl43
In this and the following chapter, theories of interpretation as articulated by 
Margolis, Redfem and others, provide the framework for discussion of the 
ballets in terms of their subject matter, treatment of subject matter, and 
meanings which may be ascribed to them.
In looking at movement vocabulary, music and aspects of form, the writings 
on Tudor frequently combine factual with interpretative and evaluative 
writing. Nonetheless, it is possible to extract relevant information in order to 
begin to make some general distinctions between choreographies. In looking 
at subject matter, however, the area becomes fraught with entanglements, 
because there is rarely a straightforward, uncontroversial answer to the 
deceptively simple question 'w hat is it about?'. W hatever answer is 
attempted is inextricably bound up with the way in which the chosen subject 
matter is treated in the choreography.
Dances are particulars and are created by the selection of this 
movement and this incident, treated in this way, in the service 
of this end.
Adshead (ed) 1988 p77
Similarly, the meanings or significance of the choreography are not easy to 
identify. Ultimately this is a highly complex area involving consideration of 
the materials of the dance and of the range of possible interpretations arising 
out of the direct engagement of the spectator with the dance work itself, 
informed by an understanding of context and genre. However, analysis 
through source materials will yield important and useful pointers which 
assist in the process of attempting to characterise the choreographer's style 
overall, and the nature of individual choreographies. As w ith the 
investigation of components and structure, critical writing and other source 
materials offer a range of insights. While it is not possible to arrive at
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definitive 'meanings' of a choreography through reading reviews of it, it is 
possible to discern various issues and concerns which arise and are either 
confronted or ignored in the critical writing, and this provides a basis for 
further investigation.
Chapters 5 and 6 focus on subject matter and its treatment, and meaning and 
significance in choreographies. While source materials are still used 
extensively in the investigation, their use becomes somewhat different; a 
platform, as it were, or springboard for debate and a study of the problematic 
character of 'meaning' in dance. Clearly, it is, to some extent at least, a 
question of emphasis, because source materials used thus far have already 
yielded factual or descriptive information, interpretative and evaluative 
WTiting, as noted above and in the previous chapter. In these two chapters, 
however, the verifiable 'factual' evidence is the starting point rather than the 
objective.
5.1 What is it about?
The subject matter of a ballet is understood as its theme or idea, what it is 
'about'. Although this seems reasonably straightforward, it is often not at all 
easy to characterise the subject matter of a ballet in a single statement. 
Questions arise concerning both the simplicity or complexity of subject 
matter, and the extent to which the difficulty of identifying subject matter is 
bound up with the ways in which that subject matter is treated. The inter­
relationship of subject matter and its treatment is explored in this chapter in 
the course of the examination of Tudor's ballets.
In the light of Tudor's interest in dramatic aspects of choreography such as 
character and narrative, and the importance to him of music in creating work, 
it might be seen as appropriate to consider the ballets' subject matter under 
the general descriptions of 'narrative' or 'abstract' (terms which may equally 
be applied to the treatment of subject matter as to the subject matter itself). 
These have been qualified in this discussion, however, because, as single 
terms, they tend to carry with them too many presuppositions. Indeed, the 
range and variability apparent in this area, and the complex manner in which 
themes overlap, are themselves more significant and interesting issues in an
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investigation of choreographic work, ambiguity itself being a characteristic 
feature of art. In the light of this, the discussion of Tudor's ballets in terms of 
their subject m atter is pursued through the notion of a continuum . 
Nevertheless, the potential range of variables within a single continuum from 
'narrative' to 'abstract, for example, make this approach cumbersome if the 
whole body of Tudor's work is to be examined. If two continua (focusing 
respectively on dramatic and 'plotless' works) are used as frameworks, 
however, this allows for easier comparison between ballets, at the same time 
as highlighting the areas of fascinating ambiguity. If a ballet is evidently 
about people and life experiences, it may be seen as belonging towards the 
narrative end of the spectrum, and is discussed under 'a  narrative 
continuum'. If it appears to be concerned with other matters, such as dance 
itself, or music, rather than characters in a drama, it may be seen as belonging 
towards the abstract end of the spectrum, and is discussed under 'a mood 
continuum'.
This part of the process of preliminary analysis was begun from the basis of 
written source material. However, access to many of the ballets in either live 
performance or on fUm or video (Tardinaux Lilas is the earliest one of these)!, 
has provided vital insight into the ballets in performance which informs 
much of the ensuing discussion. An additional im portant source, as 
mentioned in earlier chapters, is Judith Chazin-Bennahum's recent book on 
Tudor and his choreographies. Material contained in this supplements both 
factual information gathered previously and the discussion of subject matter 
and possible meanings in Tudori s work.
5.2 A narrative continuum: ballets with a story
Ballets with a 'story' range from those in which certain events take place 
which alter the status quo, so that the situation is different at the end from 
what it was at the beginning, to those in which the narrative thread is so 
slight that nothing happens to change external circumstances, but in which 
there are, nonetheless, identifiable characters involved.
Among all of these, and chiefly but not exclusively placed towards the 
'narrative' end of the spectrum, there are two easily identifiable strands
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related to subject matter: literature and mythology. It is comparatively easy 
to identify these ballets, since the first clue is frequently found in the title 
itself: Romeo and luliet. Judgment of Paris, for example. It is also a relatively 
straightforward procedure identifying those other ballets which have a story' 
consisting of a series of events but not springing from a known literary or 
mythological source. However, even with all of these, it may not be more 
than superficially true to say that they are 'about' a literary, mythological or 
other dramatic idea.
Judgment of Paris may be taken as an example. A number of choreographers 
have made ballets using this mythological theme at different periods in the 
history of Western theatre dance.2 Tudor's treatment of the theme is satirical, 
and his use of the title itself is ironic because, instead of a trio of beautiful 
goddesses in competition for the golden apple from the Greek hero, Paris, the 
choreographer presents a trio of faded prostitutes, vying for the custom of an 
increasingly inebriated customer in a seedy bar.
Three women are in competition with a man as their judge, and these 
elements are common to both the original Greek myth and to Tudor's own 
version of the story, but it is clear that simply to know this is not sufficient to 
yield understanding of what the ballet is 'about'.
Not all Tudor's ballets present such problems in the identification of their 
subject matter and, indeed, although the problematic example cited above 
appears in the 'mythology' group, in general the ballets with a mythological 
or literary connection are the easiest to pin down. However, since they are 
mostly early works, or works about which there are few available source 
materials, this may be partly due to the fact that fewer ambiguities are thus 
made apparent.
In the process of examining the ballets in terms of shared characteristics 
relating to subject matter, a number of groups emerge which provide the 
basis for further exploration:
5.2.1 Prose and poetry: literature
5.2.2 Myths and legends: mythology
5.2.3 The human dimension: psychological/emotional experience
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5.2.4 A web of relationships: social experience
5.2.5 Equal partners: music and dance
5.2.6 Dance for dance's sake
5.1.1 Prose and poetry: literature
Cross-Garter'd (1932)
Constanza's Lament {1932}
Lysistrata (1932)
lardin aux Lilas {1936}
Romeo and luliet (1943)
Shadow of the Wind (1948)
Lady of the Camellias (1951)
Shadowplav {1967}
Knight Errant (1968)
If a ballet has a literary connection, the title will often indicate the link quite 
clearly, either by means of a direct transposition of title from the original 
source, as in Romeo and luliet and Lysistrata, or via a very clear hint, as in 
Lady of the Camellias. Sometimes the link may be more indirectly expressed 
as in Cross-Garter'd. Ballets in this group are not numerous, but they do span 
a fairly wide time-period within Tudor's creative life: 1931 - 1968. It is 
known, too, that Tudor had ideas for ballets with literary themes which never 
came to fruition for reasons of lack of time or resources. He began work on a 
ballet based on the Finnish Kalevala legends, for example, while still with 
Marie Rambert, and later, in America, explored the idea of a ballet based on 
the work of Marcel Proust. 8
Cross-Garter'd was Tudor's first ballet, made for the Ballet Club in 1931. It is 
based on a scene from Shakespeare's Twelfth Night, in which Malvolio, 
sporting yellow stockings and cross garters, smiles and smiles at Olivia, in the 
mistaken belief that she admires him for his yellow hose, cross garters and 
smile. Tudor had acted the part of Malvolio in an amateur production of the 
play before throwing in his lot with Rambert, so it was a natural choice of 
theme for a first essay in choreography. ^
Romeo and luliet (1943) is also based on Shakespeare. Made twelve years 
later for Ballet Theater with Alicia Markova and Hugh Laing in the leading 
rôles, it is set to a selection of music by Delius and with designs, by Eugene
104
W hat is it about? Subject m atter and its treatm ent in Tudor's ballets
Berman, reflecting the Renaissance period in which the action is set. The 
events in the ballet follow those in the original play and to that extent, then, 
the ballet is 'about' Romeo and Juliet. The particular way in which the theme 
is treated, however, leads to a particular range of interpretative possibilities; it 
is very different from, for example, those ballets of the same title by other 
choreographers such as Ashton, Cranko, Lavrovsky, Macmillan and 
Monicone.8 However, the title, characters and action set this ballet in a 
group with others with a literary source, and further discussion of subject 
matter in relation to meanings is developed in the following chapter.
Lvsistrata was another early work, made in 1932 and based on the play of the 
same title by Aristophanes. It is a comedy in which the wives of Greek 
warriors express their disgust at the endless war by going on strike, refusing 
all wifely duties. Tudor exploited the dramatic potential in some of the 
domestic issues here, for example giving Walter Gore a solo in which he tries 
to cope with a recalcitrant baby (Percival, 1963 p9). Again, the apparently 
straightforward narrative treatment of this ballet makes it an easier one to 
characterise in terms of subject matter.
In several ballets (see also lardin aux Lilas below), the literary connection is 
more tenuous, and questions relating to the treatment of the themes arise 
more prominently. The literary connection in Shadow of the Wind (1948), for 
example, is the Chinese poetry by Li-Tai-Po which is set by Mahler in his Das 
Lied von der Erde (music used later by Macmillan in his Song of the Earth, 
1965). While the poetry clearly serves as stimulus in terms of geographical 
setting, it is suggested that the interpretation of those poems is much freer, 
and generally more to do w ith the underlying philosophy of the 
'impermanence of existence' (Lawrence, 1950 pl48) than with specific dramatic 
expositions.^
This could, similarly, be said of Dark Elegies (1937), which is also set to a song 
cycle by Mahler (Kindertotenlieder). The Rtickert poems explore aspects of 
the experience of bereavement, as does the ballet, but the poetry does not 
provide a literal framework so much as, perhaps, an emotional or 
psychological and structural framework for the ballet. Memories and 
thoughts expressed in the poems are not literally translated into dance, the 
dance provides its own images and metaphors within the overall structure, 
interacting as much, if not more, with the music as with the poetry (as
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examined further in Part 3). However, while being on one level 'about' the 
death of children, it could be argued that the ballet is more cogently about the 
experience of bereavement and the different ways in which individuals are 
affected by and try to cope with it.
Similarly, lardin aux Lilas (1936) could, on one level, be described as being 
'about' an Edwardian party, in which guests meet and dance and go home at 
the end. However, to see the ballet, even just to read about it, is to discern 
that the baUet is not 'abouti this in any but an extremely superficial sense, and 
that it is more appropriate to suggest that the ballet is 'about' the 
psychological experience of its central character, Caroline, whose party it is.
This ballet is one whose Literary connection is rather tenuous inasmuch as 
Tudor's first ideas about it originated in the concept of 'droit du seigneur', from 
a Scandinavian short story he had read.^ The ballet's story-line was 
eventually modified to the idea of a marriage of convenience, bringing it 
closer, in a historical sense, to his audience.
The interconnection of subject matter and treatment becomes apparent again 
in this baUet. One might ask, for example, whether Jardin is 'abouti the party 
itself, and whether the way in which the experiences of Caroline are brought 
to the fore constitutes the treatment of that theme. Similarly, Caroline's inner 
experience might be seen as the subject matter of the ballet, with the 
treatm ent of that idea shown in the period and setting chosen as the 
background to this. The centrality of Caroline in the ballet, and the ways in 
which all the other characters are seen in terms of their relationship to her, 
leads towards certain possibilities rather than others, perhaps, but there is not 
necessarily one straightforward interpretation, which does serve to indicate 
something of the issues involved .8
5.2.2 Myths and legends: mythology
Adam and Eve (1932)
Atalanta of the East (1933)
Paramour (1934)
The Planets (1934)
The Descent of Hebe (1935)
Judgment of Paris (1938)
La Levenda de José (1958)
The Divine Horsemen (1969)
106
W h at is it about? Subject m a tter an d  its trea tm en t in Tudor's ballets
Most of the ballets with a mythological theme were made during the early 
part of Tudoris career, five of the eight being made while he was at the Ballet 
Club and another for his own company. Dance T h e a tre  ^ judgment of Paris 
has already been mentioned. Adam and Eve (1932), an earlier ballet which 
Tudor made for the Camargo Society, presented Anton Dolin in the rôle of 
Satan (as he had done in de Valois' job the previous year). Some writers 
mentioned similarities between the two parts (The Sitter Out (1933a p428) 
found TudoPs Satan 'very reminiscent' of de Valois'), and it is reasonable to 
suppose that Tudor had the earlier ballet in mind when he choreographed 
Adam and Eve, although his ballet was treated satirically, and given a happy 
ending, radically changing the original story-line. While the ballet took the 
welt-known story as its theme, and treated it in a narrative way, it also 
departed from the original story and, in so doing, departed considerably from 
that story's range of possible meanings. The alteration of the original 
story-line is part of the treatment, and the treatment leads to a different and 
particular significance, the discussion of which falls within the scope of the 
next chapter.
The Descent of Hebe, on the other hand, was, as far as source materials may 
lead in interpretation, a relatively straightforward presentation of the legend 
of Hebe, cup-bearer to the Olympian gods, who, on spilling the divine nectar, 
is banished to earth where she meets and falls in love with Hercules. It was 
made for the Ballet Club in 1935.
The Planets (1934) presents a different aspect of Tudor's early work, and one 
which was to become of much greater significance in the years ahead. In this 
ballet there is no story, but, like the music by Holst to which it is set, it takes 
individual planets and explores aspects of the characteristics ascribed to the 
gods and goddesses of mythology after whom they are named. For example. 
Mars, the bringer of war, is depicted in the ballet as a violent, pugnacious 
character, while Neptune, the Mystic, is given fluid, circling movements to 
suggest mystical thought. In this ballet it can clearly be seen where Tudor 
was heading; for probably the first time in his career to that point, character is 
of greater importance than action. Ü
The other ballets, which mostly have no literary or mythological connection 
but which have some kind of story-line, appear to fall into two different
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groups of their own. Because they have no recognisable link with literature 
or mythology they present a number of possibilities regarding the question of 
what they are 'about'.
5.2.3 The human dimension: psychological/emotional experience
Tardin aux Lilas (1936)
Dark Eleeies (1937)
Pillar of Fire (1942)
Dim Lustre (1943)
Undertow (1945)
Nimbus (1950)
La Gloire (1952)
Echoing of Trumpets (1966)
Concerning Oracles (1966)
Shadowplav (1967)
It is widely recognised that a significant number of Antony Tudor's ballets 
are concerned with the psychological or emotional experience of individual 
characters. In these, the action, whether it be a series of events in an 
unfolding narrative or a single event or experience, is presented as if through 
the eyes of a central character, and the focus is directed towards the 
psychological make-up of that character and the ways in which this affects 
the development or outcome of the action. Sometimes there are external 
circumstances which influence the action, sometimes it is the character 
her/himself whose personality triggers events and alters circumstances. This 
has already emerged inasmuch as some of the ballets mentioned under other 
headings have been shown to be no more than superficially 'about' an 
obvious theme, and to be, at a deeper and more significant level, 'about' the 
characters most closely involved.
In lardin aux Lilas, Caroline is trapped in the social conventions of her time 
and class. She is powerless to change her fate and ultimately has to bow to 
the pressures which class and situation exert. The ballet is centred in this 
experience and is demonstrated in her manner of dancing, for example her 
way of smoothing her dress or her hair when other guests enter to interrupt a 
meeting with her Lover and she feels she must resume her rôle as hostess of 
the party. Her initial gesture of clasping and unclasping her arm with her 
hand, while standing with her fiançé, sets the scene for the whole ballet. Near 
the end of the ballet is a dramatic 'freezing' of the action; the whole cast is on
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stage, motionless, as if time stands still even as the music reaches its dramatic 
climax. Caroline is in the centre, and is the first to move, as if sleepwalking, 
swaying forwards and backwards but returning to her fiançé eventually. This 
encapsulates the psychological experience of Caroline. It is as if she is being 
pulled in different directions by her emotions, but is unable to break out from 
constricting circumstances in the end. It is clear that the subject matter, and 
the way that subject matter is treated in choreographic terms, must be 
considered together in order to arrive at an understanding of what the ballet 
is 'about', as weU as what significance may be ascribed to it.
Dark Elegies (1937), made the following year, has even less of a story-Une 
than Tardin. The major event of the ballet has already taken place before the 
curtain rises; an unspecified tragedy has struck a village community, and all 
the children are lost. The ballet is concerned with the ways in which the 
comm unity responds to this tragedy, both as individuals and as a 
community. Structurally, the ballet is based on a series of solos, a duet and 
ensemble dancing which are closely integrated. Solos emerge from ensemble 
dances, ensemble dances merge with solos.
In the solos and duets the different responses of individuals to the tragedy are 
explored; stoical or expansive, self-controlled or angry, shy or broken down 
with grief. There is no one central character in the ballet, but the community 
is made up of individuals, and these people all have different ways of coping, 
or trying to cope, with the situation they find themselves in. The ballet is 
also, and equally, about the community itself, and the ways in which 
members of it relate to each other, a factor considered later in this chapter. 
However, it does point to the difficulty of isolating a single aspect which 
could be termed the subject matter of the dance. Dark Elegies may be to do 
with individual experience of bereavement, or that experience as manifested 
w ithin a close-knit community, or a combination of these (and other) 
possibilities, operating at different levels through the ballet. The treatment of 
the subject matter is of param ount importance, through the choice of 
movement vocabulary and other components, and the ways in which these 
are structured.
Pillar of Fire (1942), set to Schoenberg's Verklarte Nacht, very clearly has one 
centrally important character, and is an example of a ballet in which the
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dramatic outcome is directly related to the personality of that character. 
Hagar is a young woman living in a small town at the turn of the century. 
She has two sisters and apparently no other family. The Eldest Sister appears 
as staid and straight-laced, and Hagar is horrified at the thought that she 
herself will end up the same. The Youngest Sister is flirtatious and immature, 
and seems to have lured away the young man - the Friend - whom Hagar 
loves. In a fit of desperation Hagar throws herself at the Young Man from the 
House Opposite - a house of ill-repute - and, afterwards, inevitably feels 
herself to be a guilty social outcast. Much of this exists in her own mind, and 
in the end the Friend is able to convince her that it is she he is really fond of, 
and that a new life is possible. Hagar's repression and anxiety are the main 
causes of the action, and again, as in lardin, these are illustrated at the 
beginning of the ballet, as she sits on the front step of her house and slides her 
hand up the side of her face.
Pülar and lardin each have a recognisable setting and individual characters 
who relate to each other in different ways, and yet to understand what each 
ballet is 'abouti, it is necessary to know more than simply that one is about an 
Edwardian engagement party, the other about three sisters in a small 
provincial town. In these ballets the emphasis is given not so much to the 
dramatic exposition of events (as may be the case in other ballets such as 
Lvsistrata and The Descent of Hebe, for example), as to the psychological 
make-up of the central character.
Undertow (1945) is a ballet, like Pillar of Fire, in which the personality of the 
central character has a direct bearing on the events which take place. 
However, in this ballet, the reason for the character's particular personality 
problems is set out at the beginning, as his mother rejects him at birth in 
favour of her lover. The Transgressor, as he is called in the ballet, is neurotic 
and obsessed by and fearful of women as a result, and fails to find any 
resolution of his problems through his various encounters with different 
women. The result is the murder of a prostitute by the Transgressor, and his 
social ostracism. This time the rejection by society is real, and not just in the 
mind of the character, as is the case in Pillar of Fire. In this ballet the central 
character is so strongly drawn and so isolated from all others, that it seems 
very clear that the ballet is primarily 'about' him, his psychological make-up, 
experience, and his downfall.
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Dim Lustre (1943), made the year after Pillar, is a much lighter, less serious 
work. Two people dance together at a ball, but each is repeatedly taken back 
in memory to earlier occasions and different partners, as something happens 
to trigger a memory - a kiss on the shoulder, a dropped handkerchief with a 
distinctive perfume. In the end, the two people realise that they have nothing 
to give each other, that their memories are of greater importance to them than 
the present situation, and so they go their separate ways. Here, it is life as 
experienced through memory which is explored and, again, it becomes 
apparent that, because of its particular treatment, the surface 'story' of a man 
and woman at a party does not necessarily fully represent the subject matter 
of the ballet.
Shadowplav (1967) could be said to have a literary connection inasmuch as it 
has been likened to Kipling's lungle Book stories. One reason for this is the 
fact that the music, by the French nineteenth century composer Koechlin, is 
itself programmatically based on ideas from Kipling's w o r k . ! 2  The ballet has 
no specific narrative or synopsis, however, although the central character, the 
Boy w ith the Matted Hair, does have various encounters with other 
characters, and the ballet's subject matter is centred in the growing up 
experience of the Boy. The other characters are described as The Terrestrial, 
Arboreals and Celestials, according to their natural element, and are not made 
specific creatures, either human or animal, although their derivation can be 
traced in some respects through Tudor's interest in eastern p h i l o s o p h y . ! 8  
This focuses attention on the Boy himself, and his relationship with these 
other characters, which is the central concern of the ballet. This ballet was 
made for Anthony Dowell and the Royal Ballet in 1967, and elicited variable 
critical response because many people found it hard to understand, or even 
incomprehensible. Some writers felt that this was to miss the point, and that 
ballet should be capable of saying things which cannot be said in any other 
way, and thus to try to 'explain' it was a mistake. Tudor himself said years 
later, that it was a ballet he would like to see revived because it is 'mysterious' 
(Philp,1987pl39).
5.2.4 A web of relationships: social experience
Dark Elegies (1937)
Gallant Assembly (1937)
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Gala Performance (1938)
Soirée Musicale (1938)
Gova Pastoral (1940)
Time Table (1941)
The Dear Departed (1949)
Ronde de Printemps (1951)
Offenbach in the Underworld (1954)
Fandango (1963)
Echoing of Trumpets (1963)
Concerning Oracles (1966)
Sunflowers (1971)
Cereus (1971)
The Leaves are Fadinp (1975)
Tiller in the Fields (1978)
In various of Tudor's ballets the focus seems to be drawn not so much 
towards one individual singled out from the rest, as towards the relationships 
between characters, the ways in which they interact - taking one step back, as 
it were, to see individuals in relation to one another. Of course these two 
ideas overlap and in any of the ballets mentioned above it can be seen that the 
central character is not living and experiencing events in a vacuum, but very 
much as a result of her/his relationships with other people. However, it is a 
question of emphasis, and in the former group the emphasis in the ballets is 
indeed on one single character and that character's perception of life, while in 
this group the emphasis is on society in microcosm, one might say, and the 
ways in which people interact with one another.
Dark Elegies is a ballet which constantly eludes categorisation. In this ballet, 
while there are individuals who give expression to their different ways of 
coping with what has happened, equally important is the sense of the 
community as a whole, and how it responds to the situation. People support 
and encourage each other and, at the end, the image presented is of a 
community united in a kind of acceptance.
Elegies has been likened to Fokine's Les Svlphides, and labelled as its 
successor as a ballet of 'mood' (Percival, 1963 p31). Certainly, the ballet is rich 
in mood, presenting varying nuances within a range of feelings associated 
with grief and mourning. However it also has a dramatic element, although 
no dramatic events take place during the ballet; it has discernible characters, 
although none is given a name or title; it has sceneiy and costumes, although 
these are non-specific and evoke rather than depict a temporal or
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geographical setting. An enigma, raising more questions than it answers, the 
ballet has encouraged various choreographers to follow Tudor down this 
road since, with non-specific themes which nonetheless have the capacity to 
resonate with human experience. !4
Echoing of Trumpets (1963), made for the Royal Swedish Ballet, is a ballet 
about the effects of war on a village community (what happens when the 
'echoing of trumpets' dies aw ay!%  a more explicit and in some ways harsher 
variation of the theme in Elegies. The village is occupied by enemy soldiers 
who torment and degrade the women who remain. One woman's husband 
comes back in secret to meet her, but is discovered and executed. The women 
respond by murdering one of the soldiers, and they in turn are almost all 
killed in retaliation. The mutual degradation of occupied and occupying 
people is at the centre of the theme, and the ways in which war can 
demoralise and dehumanise ordinary people. Again, although there are 
individual characters within the ballet, who experience different aspects of 
the whole, the focus is more strongly directed, it is suggested, towards the 
two communities of people, and their mutually destructive relationship. The 
ballet is similar to Elegies in that there are short passages when the focus is 
drawn towards one or other of the women, although these are fewer than in 
Elegies. The soldiers, however, always remain as a corporate group.
Not all of Tudor's ballets exploring character and relationships have such 
sombre themes. Fandango (1963) and Cereus (1972), for example, are both 
about friendly competition between groups of individuals. In the former, it is 
a group of girls who show off their dancing skill to one another; in the latter, 
the competition is between men and women, in Harlem street dancing.
Gala Performance, another lighter work, was one of the ballets made for 
Tudor's own company, the London Ballet, in 1938. It takes a satirical look at 
the foibles of prim a ballerinas of the late nineteenth century; both 
idiosyncratic national styles and individual mannerisms are used to poke fun 
at the traditional 'stati system, and the ballerinas within it, also ballet itself, of 
course.
On one level, the theme could be said to be the preparation and presentation 
of a 'gala performance', with star ballerinas and so on. It is not necessarily 
'about' that, though, except in a superflcial sense, again. Rather, it is also
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about the personalities involved in such an enterprise, and the ways in which 
hierarchical structures are maintained - or were, in nineteenth century ballet 
theatres. Further, the subject matter could be characterised as the vanit)^ and 
egotism of ballerinas who debase the art they profess to serve.
The ballet, therefore, may be about nineteenth-century ballet, or nineteenth 
century ballerinas, on one level, or it may be about the debased condition the 
art form can degenerate into when its raison d'etre is forgotten, or, again, it 
may be seen as presenting an interplay of possible meanings incorporating 
these and other, related, ideas.
Tudor's penultimate ballet was The Leaves are Fading, made in 1975 for 
American Ballet Theatre. Its story-line is very slight, and only hinted at. A 
woman walks across the stage at the beginning of the ballet, and recrosses it 
once more at the end, and what happens in between could be memories of 
past times for he r.!7 vVhat does happen is a series of pas de deux 
interspersed with ensemble dancing; a group of young people, all of whom 
know each other, and some of whom have special relationships with others in 
the group. The theme seems to be concerned with the different shades of 
relationships between individuals, and the idea of memory (which arose first 
in an earlier ballet. Dim Lustre). The problems of subject m atter and 
treatment in this ballet are considered further in the course of the discussion 
of music below.
It is evident that the kinds of story-line used in the ballets discussed above 
vary widely both in theme and in terms of dramatic development. Although 
the ballets can be bracketed in smaller groups to reflect this, it is also the case 
that there is some considerable degree of overlap between them. To separate 
them out it is necessary to consider the ways in which particular themes and 
ideas are treated, as well as what those themes and ideas are.
5.3 A mood continuum: ballets with no story
The second broad grouping, those ballets without a story-line, is much 
smaller, although questions surround this characterisation as well.
5.3.1 Equal partners: music and dance
5.3.2 Dance for dance's sake
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5.3.1 Equal partners: music and dance
Mr Rolls' Ouadrilles (1932)
Suite of Airs (1937)
loie de Vivre (1938)
Hail and Farewell (1959)
Fandango (1963)
Cereus (1971)
Sunflowers (1971)
Condnuo (1971)
The Leaves are Fading (1975)
The large number of ballets with some dramatic element suggests that Tudor 
may have been more at home when exploring issues concerning real people 
and their experiences than abstract ideas. Interestingly, however, there is 
even some overlap between ballets with a dramatic thread and ballets 
without, although that might seem a contradiction at first sight. This is again 
a question of emphasis; from the critical writings about ballets it becomes 
evident that in some works the music itself is both stimulus and subject 
matter and, while there may also be a slight dramatic idea it is one which is of 
less significance than the music. This again involves the notion of treatment.
The question also arises as to what extent it is possible for music to be the 
subject matter of a ballet. A ballet may relate to its music in terms of, for 
example, phrasing, structure, rhythm, melodic line, mood or atmosphere. 
There is a range of possibilities within this relationship, from the exact 'music 
visualisation' to a notion of partnership or 'counterpointi, for example, and 
this is further explored in Part 3. Given Tudor's acclaimed musicality and the 
importance given by him to music in choreography, it could be argued that 
all of his ballets are 'abouti their music in some respect.
However, it could be also argued that in the 'psychological' ballets, or those 
with a clear narrative structure, it is those dramatic elements which most 
strongly demand the reader's attention. In some other ballets, nonetheless, 
there are no dramatic action, characters, period setting nor any apparent 
theme at all, except that suggested, evoked, by the music itself in conjunction 
with the choreography and other component parts.
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The Leaves are Fading has been described by critics as being so closely linked 
with its music (selection of chamber music for strings by Dvorak) that the 
music has become its subject matter. !8 However, there is also a definite, if 
veiy slight, dramatic idea embedded in the ballet. In view of the problems 
surrounding the notion of music as subject matter for dance, it might be more 
appropriate to suggest that the subject matter of these ballets is, rather, to do 
with the relationship of dance with music in each individual work.
Other ballets which cross these divides are Fandango, Cereus (mentioned 
above) and Sunflowers (1971). There are also a few which seem to be quite 
clearly 'about' music, or music-dance relationships, without any dramatic 
interest that is separate from that, but it is a small group altogether: Mr Rolls' 
Ouadrilles, Suite of Airs, loie de Vivre, Hail and Farewell and Continuo.
5.3.2 Dance for dance's sake
Mr Rolls' Ouadrilles (1932)
Elizabethan Dances Ù953)
Britannia Triumphans - (1953)
Exercise Piece (1953)
A Choreographer Comments (I960)
Dance Studies (Less Orthodox) (1961)
Even smaller is the group of non-narrative ballets with dance itself as the 
subject matter. All but one of these five were made for dance students at the 
Juilliard School of Music, where Tudor taught for many years. Two of them, 
Elizabethan Dances a n d  Britannia Triumphans (both 1953), are 
reconstructions of Elizabethan dances from Arbeau's Orchésographie, and 
may be said to be, on one level, about the technique and style of court dances 
of the period.
Similarly, the other three. Exercise Piece (1953), A Choreographer Comments 
(1960) and Dance Studies (Less Orthodox) (1962), could be said to be about 
ballet as it is taught and performed today, including satirical comments on 
some of the ballet 'classics' and the vocabulary of the academic technique. In 
all these ballets the music and the relationship of dance and music seem to be 
of significance in the consideration of subject matter and its treatment. Once 
more, it is perhaps a question of the primary subject matter, rather than the
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only subject matter, being dance itself. A/fr Rolls' Quadrilles appears again 
here, understandably, in view of its title.
Conclusion
In looking at all Tudor's ballets in terms of subject matter it is clear that his 
main interest lay in the potential of ballet to say something about different 
kinds of people and life experiences; not in a sweeping theatrical sense, nor in 
terms of tragedy, comedy or melodrama - except incidentally, as these might 
be relevant - but through the detail of human experience, personality and 
motivation. These aspects are important parts of his ballets right through his 
career, the first ones being made during his time with Rambert (Jardin aux 
Lilas and Dark Elegies in particular), the later ones appearing regularly up to 
the last ballets he made. Literature and mythology as subject matter occur 
both less often and less regularly, and perhaps as much as anything this 
supports the view that Tudor's sources were jumping-off points only, even 
though ideas might arise from a wealth of experience and knowledge of 
literature and mythology. Perhaps many more of Tudor's ballets have a 
literary source than has been suggested here; Dim Lustre, for example, may 
well have been the final outcome of interest in Proust. Otherwise, perhaps 
it is the case that his interest in the detail of ordinary human experience took 
over from any pre-existing narrative structure. After aU, it has been seen that 
many of his Hterary or mythological ballets departed significantly from their 
original source.
Dance itself only appears as subject matter in those ballets made in the 1950s 
and 1960s for JuÜliard students (apart from Mr Rolls' Quadrilles, mentioned 
above). While Gala Performance clearly also focuses on the materials of 
dance, the emphasis on the strong dramatic element moves the ballet further 
towards the narrative end of the spectrum. Music, although infrequent as 
subject matter, does also span Tudor's entire career, reflecting the abiding 
interest in and involvement with music which is an equally important part of 
his work, and although as a group of ballets it is small, it has been noted in 
passing that a case could reasonably be made for including every one of his 
ballets in this group. Again, it is a question of what seems to demand 
particular attention in the individual ballet, when the reader engages with the 
work and enters the relationship of text-ideology-reader.
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Notes to Chapter 5
More recently, however, a film of Constanza's Lament (1932) has been made 
accessible in the Rambert Dance Company Archive. It is described in Chazin- 
Bennahum (1994 pp32-3).
Perrot (1846), Ashton (May 10, 1938). Tudor (1971) told students at York University, 
Ontario, that his own version of the ballet was 'a rather euil take-off' of Ashton's neo­
classic version.
Tudor visited Sibelius in Finland in 1936, but the composer wanted Tudor to use 
some of his ballet music rather than the symphonies the choreographer had in mind 
(Vaughan, 1985 p81) and, although the ballet was advertised, rehearsals begun and 
Hugh Stevenson's costume designs are extant, the ballet never finally materialised. 
Tudor also visited Paris in the 1940s to discuss with Marcel Proust's family the 
possibility of making a ballet based on the author's Remembrance of Times Past, but 
this did not come to fruition either (Schulman, 1951 p21).
See Sabin (1958 p21), also Chazin-Bennahum (1994) who provides a detailed 
summary of this ballet with reference to various writers and to her own interviews 
with Tudor in 1986 (pp28-32).
See Wittgenstein (in Redfern, 1983 p90) above.
Lawrence writes
In the words of the choreographer, Shadow of the Wind symbolizes the 
impermanence of existence, the Chinese philosophy of accepting the 
mutations of life and bowing before them. Here human experience has no 
sudden beginning or ending but, like the recurrence of the seasons, is 
cyclical.
1950 pl48
Walter Terry (1948, in Chazin-Bennahum, 1994 pl50) believed that the choreographer 
was at fault for not paying sufficient attention to Mahler's music and lyrics, and 
addressing, instead, the original Chinese poetry. However, he also complained that 
the ballet was more to do with mood than with dramatic structure.
See also Munro (1965), quoted in Chapter 1. Other ballets may be considered in the 
light of Munro's analysis, such as The Leaves are Fading. It could be argued that, in 
Dark Elegies, there is evidence of a striving for balance (in the subject matter) 
between the opposite poles of expressing inner emotions and achieving an inner 
peace, in comparison with Pillar, Undertow and others.
By the Finnish author Aino Kallas (Percival, 1963 p22).
8 See Margolis (1980) quoted above in Chapter 2; also Redfern (1983), in particular
Chapter 8, 'Justifying Aesthetic Appraisals' (ppl03-119).
9 The short-lived precursor of the London Ballet.
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Tudor said (1971, York University lecture) 7 tvas at that time tarnished with the idea that 
you must have a new angle. '
That is, in a major choreography of some duration, it could be argued that the 
direction of TudoPs thought was apparent almost from the beginning and in all the 
works he made. An important issue is that of source materials and what they may 
reveal about choreographies now lost and, in this context, it appears that The Planets 
was the first important work of Tudor's to begin to address these concerns. 
However, Chazin-Bennahum has written of Constanza's Lament (1932, and now on 
film in the Rambert Dance Company Archive) that, in this short solo, 'Tudor 
experimented with characterisation and tone' (1994 p33).
Chazin-Bennahum writes 'for both Koechlin and Tudor, the jungle represented a revelation 
of the mystery of things and beings' (1994 p210). She also writes of Tudor's ideas in 
relation to the musical score, and the importance of Buddhist and Hindu influences.
See Munro (in Osborne) in Chapter 1.
See Copeland (1993); also Tilghman (1991), in particular Chapter 7: 'Discerning the 
Humanity in Art' for discussion of the importance of the human dimension being 
clearly apparent in artworks.
'In the ballet 1 ask: what happens aftei' the echoing ofti umpets?' (Tudor in Anderson, 1966 
p42).
It has been suggested that Gala Performance constituted a kind of anti-manifesto', 
demonstrating what Tudor did not intend to do with his career (Beiswanger, 1942 
p33).
17 Tudor himself said that the ballet is about different ways of being in love; 'and we all 
know how many ways are possible' (1985: Swedish documentary).
18 Croce refers to 'the ambience aeated by the interrelation of dance and music' (1977 p i 72) 
as central (although not fully successful) in the ballet, and Patricia Barnes writes 'in 
my experience few ballets have so perfectly blended music with choreography and visual 
design' (1976 p27). Thorpe describes the ballet as 'a non-narrative work...delicately 
evoking the melancholy of Autumn and the emotional overtones associated with that season' 
(1986b p25). Much of the melancholic aspect, it is suggested, may be attributed to the 
music itself and the relationship of dance and music, as discussed in Chapter 9.
19 As, indeed, several critics have suggested: Robert (1949), Percival (1963) and Cohen 
(1963) among others. Amberg (1983) suggests that the Proust influence is already 
apparent in Tardin aux Lilas (1936). This is persuasive in the light of the 
manipulation of time, psychological time, the detail of the moment (Swann's 
madeleine in comparison with the frozen tableau') and so on.
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CHAPTER 6
The construction of meaning in Tudor's ballets
Introduction
meanings circulate between text, ideology and reader, and the 
work of criticism is to release possible meanings.
Belsey, 1980 pl44.
If the subject matter of ballets is difficult to interpret, the meaning or 
significance is at least equally so. 'Meanings' of artworks are likely to be 
interpreted in a range of different ways (cf Redfern, 1983 et al). Margolis 
w rites 'some artworks support [plural, non-converging, and incompatible] 
interpretations... the nature of art entails the possibility, and... extremely important 
artworks interest us in just this way' (1980 pl51). While the potential range of 
meanings of an artwork necessarily arises out of the discernible features of 
that work, it (or they) does (do) not consist solely of what is 'present' in the
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work in that sense. Each spectator will bring to the work a unique range of 
personal experience both of art and of life, which will contribute to the 
construction of meaning in that instance. Although individual experience is 
necessarily unique, nonetheless the possibility remains of discussion and 
debate about meanings in relation to artworks, because of the discernible 
features in the work, and the wider context within which it is set, as well as 
the social situations of the readers, which alerts us to the social construction 
of our own understanding. Margolis (1980 pl50 quoted in Chapter 1) 
proposes that the existence of a multiplicity of meanings (interpretations) of 
an artwork is neither unlikely nor incoherent.
Margolis also writes
I submit that, if critical tolerance is such as I have sketched, one 
can hardly resist the proposition that, in principle, plural, non­
converging, even incompatible hypotheses may be defended as 
interpretations of a given artwork. I f it were adopted, of 
course, it would force us to review the truth status of critical 
interpretations - which, on the usual model provided for 
statements of fact, would in some instances have to be taken as 
contraries. Notice that the thesis does not require that no 
interpretive effort may be construed as descriptive - in the 
sense that what is hidden in a work may be disclosed by some 
exercise of critical virtuosity, and that what is thus disclosed 
may he truly ascribed to that work [Beardsley, M  C (1970) The 
Possibility of Criticism (Detroit: Wayne State University 
Press)]; nor does it require that every artwork must be 
interpreted - in the strong sense, namely, exceeding mere 
description; and it does not require that if a work invites 
interpretation, it will always support plural, equally plausible, 
non-converging, and incompatible interpretations. It is 
enough to concede that some artworks support such 
interpretations, that the nature of art entails the possibility, 
and that extremely important artworks interest us in just this 
way. A not unreasonable way of putting the point is this: 
subject to minimal constraints, interpretation may be 
ideologically or doctrinally variable.
1980 pl51
Redfern points out that, while it may be the case that certain interpretations of 
an artwork will be 'w rong , because based on inaccurate or incomplete 
information about the work in question, there will still exist a wide range of
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'plausible' interpretations, which may be debated, and which may result in a 
change of mind for one of the debaters.
However it does not jbllow from the fact that a particular object 
of aesthetic interest may bear a variety of interpretations, some 
of them quite unreconcilable, that any will do... Any one, for 
example, who found Robert Cohan's CeU a comic, light-hearted 
dance would simply be mistaken: he would have failed to 
understand the work.
1983 p i l l
And
To try to justify an aesthetic appraisal...the person making it 
will describe the object as it appears to him and point out 
what makes it, say, exhilarating or comic or banal. His 
further description(s) are descriptions of what he is responding 
to: the intentional object. If he characterised this differently 
he would convey a different experience...for the person who 
(successfully) follows the speaker's suggestions to 'Look at (or 
listen to) it in this way...', perception and response are 
simultaneously changed: the object or performance becomes, for 
example, exhilarating (or comic or banal, etc.) for him too.
1983ppl05-6
Without direct access to performances of works, it is only possible to discover 
something of what various writers and critics have interpreted as the 
'meanings' of a dance work, of course, and that is one of the main aims of this 
chapter. 1 It is also possible, however, to identify factors which provide a 
basis for discussion of issues. There are, nevertheless, several ballets about 
which it is not possible to make useful statements in relation to their meaning 
or significance, because of the paucity of source materials available in that 
area. It is also relevant to note that there is, additionally, some considerable 
degree of overlap between the concerns of this chapter and those of the 
previous chapter, because a certain subject matter, treated in a particular way, 
WÜ1 offer the possibility of a given range of meanings. 2
In the interests of clarity, the two areas have been kept separate as far as 
possible, and the focus directed accordingly. As in any discussion of subject 
matter and its treatment, there is a wide range of variability and much 
ambiguity apparent when notions of 'meanings' in dance are considered. 
However, by paying careful attention to what appears to be the important
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emphasis in each case, it is possible to compare ballets one with another, and 
thus to allow for some conclusions to be draw n in relation to the 
choreographer's style. In looking at Tudor's range of work the possible 
focuses of m eaning can be sum m arised in the follow ing broad 
characterisations :
6.1 The teller of tales: conveying story
6.2 Who are they?: revealing character
6.3 Philosophical investigations: exposing ideas
6.4 Mood and music: evocation of mood/atmosphere
teller of tales: conveying story
Cross-Garter'd (1932)
Lvsistrata (1932)
Adam and Fve (1932)
Atalanta of the Fast (1933)
Paramour (1934)
The Descent of Hebe (1935)
Romeo and Tuliet (1943)
Ladv of the Camellias (1951)
Nimbus (1950)
La Gloire (1952)
Knight Frrant (1968)
The Tiller in the Fields (1978)
of ballets contains several of those which have an unfolding
drama, and whose significance appears to lie in the telling of the story itself. 
Six of the twelve in this group come from the early part of Tudor's career, 
before he made his first enduring work, Tardin aux Lilas, and three arise later 
in Tudor's career which also have literary themes. All of them have either a 
literary or a mythological theme and, in each, the story can be considered, at 
one level, as both subject matter and meaning. The other three in this group 
are La Gloire, which concerns the growing apprehension of a celebrated 
actress over the threat posed by her talented understudy. The Tiller in the 
Fields, and Nimbus. The latter ballet concerns a young woman who dreams 
of an 'ideal beau' and who later meets him in reality on the roof of her 
apartment. The Tiller in the Fields was Tudor's last work, and a story of 
young love and pregnancy. In all these ballets, the narrative structure tends
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towards a certain range of possible interpretations related to their perceived 
subject matter.
Romeo and Tuliet is a useful example to consider in relation to the 
problematic area of 'meaning' in ballets (see also the discussion of the ballet 
in the previous chapter). The story of Shakespeare's play is familiar to many, 
and its meaning could be said to arise from the unfolding of the dramatic 
action, in terms of events which occur. However, a close study of 
Shakespeare's text would undoubtedly reveal subtleties of meaning beyond 
external events such as a family feud, a love affair, and the death of two 
young people. Similarly, a close study of music composed with ostensibly the 
same subject matter - by Berlioz, Tchaikovsky or Prokofiev, for example - 
would reveal other, different subtleties. Again, a study of ballets by 
Lavrovsky, Ashton, Macmillan, Tudor, Cranko, Morricone and others would 
reveal yet different possibilities. In aU of these, literature, music and dance, 
the variations of meanings will arise not only out of the difference in medium 
(although this is of course a highly significant aspect), but also out of the 
specific choices made by the creative artist, as well as the interaction between 
spectator or listener and the artwork. Tudor's ballet, for example, has been 
referred to as 'a reverie on Shakespeare's text that transmutes his fire into 
Tennysonian pathos' (Denby, 1986 p524), drawing attention to the differences 
between it and the more 'dramatic' choreographies of other choreographers. 
Tudor, in this instance, seemed to be seeking to explore the atmosphere 
pervading the whole, and to have in mind the poetry of the language itself 
(Barret, 1945 pl2; Amberg, 1983 p ll7). The individual treatment of subject 
matter thus results in a particular and unique range of possible meanings.
In these ballets the focus appears to be directed more decisively towards the 
unfolding of the narrative, or of some aspect of the narrative, than towards 
anything else, but Knieht Errant^ is one of the works which is especially 
resistant to characterisation. The ballet implies significance, it seems, both in 
the story which is told, and in the characters which are revealed, although, as 
with all the ballets, there is always the possibility of there being additional 
different levels of meaning or significance, with none necessarily demanding 
to be privileged.
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6.2 Who are they? revealing character
The Planets (1934)
Tardin aux Lilas (1936)
Dark Elegies (1937)
Gallant Assembly (1937)
Gala Performance (1938)
Judgment of Paris (1938)
Gova Pastorale (1940)
Time Table (1941)
Pillar of Fire (1942)
Dim Lustre (1943)
Undertow (1945)
Offenbach in the Underworld (1954)
Echoing of Trumpets (1963)
Concerning Oracles (1966)
Knight Errant (1968)
Sunflowers (1971)
The Leaves are Fading (1975)
Many of Tudor's ballets seem to be less concerned with the relating of events 
in a drama than with the exploration of character and motivation. This is 
reflected in the choice of subject matter, demonstrated in the previous 
chapter. This choice illustrates Tudor's interest in characters as individuals 
with sometimes complex psychological make-ups, and in the way these 
characters both react to and affect the circumstances in which they find 
themselves. Almost all the ballets which are concerned w ith the 
psychological experience of a central character or characters can be said to be 
significant in terms of the way in which the character or personality is 
revealed. It is this aspect, rather than the precise circumstances or events 
which take place, which tends more persuasively towards a range of 
meanings in these ballets.
The earliest ballet exemplifying this group is The P la n e ts .^ In this work, the 
different planets, named after classical deities, are represented as embodying 
some of the characteristics attributed to those gods and goddesses. Emphasis 
is given to the demonstration of these character traits, and the significance 
therefore may be seen to be connected with the ways in which those traits are 
revealed. Mars, the Bringer of War, for example, is aggressive, violent and 
pugnacious, and Neptune 'mystical'. There is no specific stoiy involved, but
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the exposition of each character is developed through the movement 
vocabulary employed, and its relation to the other component parts.
The first ballet to explore this idea in depth was Tardin aux Lilas. In common 
w ith a num ber of ballets in this group, Tardin focuses chiefly on one 
individual, and the experience of that individual. The significance of these 
ballets, therefore, may be seen as arising out of the presentation of the 
psychological make-up, the motivation, of the central figure in each case. In 
Tardin, for example, Caroline is central, indeed, she is the only character in the 
ballet to be given a name. The others are given titles, mostly in accordance 
with their relationship to her: the Lover, The Man She Must Marry, An 
Episode in His Past. This last character is defined according to her 
relationship with Caroline's fiançé, who is himself defined by his relationship 
to Caroline. All four characters have distinct personalities which are 
demonstrated in the ballet, but it is Caroline whose character portrayal is 
most fully developed (see Chapter 8), and whose experience becomes the 
focal point of the ballet. 5
Similarly, in Pillar of Fire only Hagar is given a name, the other important 
characters being defined according to the rôle they play in the drama which 
is, essentially, HagaPs: the Eldest Sister, the Youngest Sister, the Friend. 
Again, it is HagaPs experience which is the focus of the ballet, its subject 
matter, and the meanings of the ballet may be seen to be bound up with the 
way in which her personality and motivation are explored and conveyed.
The function of characters' names in TudoPs ballets is of interest, especially in 
the context of 'meaning'. In the ballets based on known stories and legends, 
characters are given appropriate names, such as Romeo, Juliet, Hebe, Adam, 
Eve, and so on. In all these cases, the story itself is of first importance in 
terms of 'meaning'. When the focus is directed differently, as in the group 
presently under discussion, names serve a different purpose. Names or titles 
frequently give clues to the significance of the characters and therefore to the 
significance of the ballet itself. Characters in Tardin and Pillar have been 
noted above; dramatis personae in Dim Lustre, Gala Performance, Undertow. 
Knight Errant are listed below:
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Dim Lustre
The Lady with Him
The Gentleman with Her
A Reflection, Another Reflection, It Was Spring, Who Was She?, She 
Wore a Perfume, He Wore a White Tie
Gala Performance
La Déesse de la Danse
La Reine de la Danse
La Fille de Terspichore
The Dresser, Cavaliers, Coryphées
Undertow 
The Transgressor
Cybele, Pollux, Volupia, Aganippe, Nemesis, Polyhymnia, Pudicitia, 
Ate, Hymen, Hera, Medusa; Sileni, Satyrisci, Bacchantes
Knisht Errant 
Chevalier d'Amour 
A Woman of Consequence
Gentlemen of Standing, Ladies of Quality, Ladies of Position, 
Gentlemen of Means; Postilions
Undertow and Knight Errant, also, each have one central character whose 
personality is portrayed through the dance, and whose psychological 
motivation may be seen as a major contributing factor to the ballet's 
significance. In both, the central character is m ale . 6 In the former, the 
Transgressor, as he is called, is shown as a seriously disturbed character 
whose psychosis stems from his earliest experience of rejection by his mother, 
and whose character degeneration is the motivating factor in the ballet He is, 
in a sense, the victim of his own psychological make-up. The same is true, to 
a certain extent, of the Knight in the latter ballet, but here the character is 
apparently in control of his own actions to a far greater degree, and 
consciously manipulates events to his own ends. Both characters, however, 
act in the ways that they do because of the people they are, and the 
demonstration of what constitutes each personality and the resulting events, 
is an important factor in consideration of meaning.
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Several ballets in this group explore the characters of more than one person in 
the drama. Although this is in fact the case with most of the ballets up to a 
point (see note above re Tardin aux Lilas), the five already discussed do show 
an especial emphasis on one central character. In others, there may be two, 
three or even more characters, each of whom is important in the ballet, and 
whose character portrayal, it is argued, is of central significance.
Dim Lustre explores the relationship of two people, the Gentleman with Her 
and the Lady with Him. The titles of the characters indicate the fact that 
neither is more important than the other, also that each is, to some extent, 
defined by her or his relationship with the other. The relationship of the two 
people, however, is explored in terms of the individual experience of each, 
through the reliving of memories of other experiences, other relationships. At 
different times in the ballet, one or other of the two central characters comes 
to the fore, as the memories of that character are re-enacted.
Gala Performance and Tudgment of Paris both reveal character within the 
framework of a specific story-line. In both, there are three main characters 
who come into focus at different times. The former ballet is a satirical work 
exploring the foibles of prima ballerinas of an earlier age (and perhaps also 
with a sideways glance at contemporary ballerinas). In the ballet there are 
three ballerinas, from Paris, Moscow and Milan, and their characters are 
revealed through the way they relate to each other, to other people, to their 
audience, and in the way they dance, as each has her own stylistic 
mannerisms which betray facets of personality. In the latter ballet, the three 
main characters are ageing prostitutes, competing for the custom of a 
drunken client in a bar. Again, each has a solo in which her individuality as a 
person, as well as the specialities of her profession, are suggested through the 
choreography.
Concerning Oracles is another ballet in which different characters come to the 
fore at different times. In this case, the ballet is in three parts, each with its 
own sub-plot on the general theme of fortune-telling, and significance 
appears to arise out of the way in which different personalities respond to 
various encounters with fortune-telling.^ Barnes writes, of the third scene
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under the strange influence of the Tarot cards the people 
around the table start to act out the future. A young man, the 
perfect fool, the innocent, is taken up by a virago of a girl - the 
Woman of Mystery - and falls most amusingly under her spell.
1966 p53
Several ballets in this section explore the personalities of all, or most of the 
characters, without giving prominence to one or two above the others. 
Significance still seems to attach primarily to the revealing of character 
through the dance, but the emphasis is differently articulated. Individual 
characters may come into focus from time to time, but without becoming 
more important than others except for that brief moment.
Gallant Assemblv. Gova Pastoral Time Table. Offenbach in the Underworld. 
Echoing of Trumpets, Sunflowers and The Leaves are Fading all may be seen 
in this light. The focus in each case is more strongly directed towards the 
ways in which people relate to one another in these ballets, than towards the 
psychological or emotional make-up or experience of one character. ^  
However, the significance of these ballets is still likely to be seen as arising 
out of the ways in which character is revealed, because in each case the 
relationships between the various people involved are shaped by the 
personalities of those people.^
In the 'sim ple/ narrative ballets meanings may be constructed at the level of 
straightforw ard story-telling, and at the level of cultural or political 
inscription, that is, by revealing what is 'repressed' (or 'written elsewhere', in 
Lacan's words^^). Those ballets in which the focus seems to be directed in 
towards the nuances and constant interplay of human relationships allow for 
these same approaches as well, but also present further possibilities as the 
individual experience of the reader will lead to a specific sense of recognition 
of subtleties and resonances.
Dark Elegies has been described as a 'ballet of mood' (Percival, 1963 p31), and 
compared in this respect with Fokine's Les Sylphides. There is no doubt that 
the ballet does evoke certain moods and atmospheres in a significant and 
unique way and without recourse to dramatic exposition, but one of the most 
important ways in which it does this is by revealing characters, showing how 
different people are affected by and respond to tragedy and bereavement. 
The ballet's range of possible meanings is revealed through this; even though
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none of the characters has a name or even a title in the dance, it is the 
individuality of each, and the way in which together they form a network of 
relationships in a village community, that suggests significance (as explored 
in detail in Part 3).
This group of ballets contains some with a highly developed dramatic 
narrative, some with a much slighter dramatic thread, and some with almost 
no dramatic interest beyond the presentation of one or more characters within 
a particular setting or situation. What all of them share, however, is the fact 
that the significance of each seems to be attendant on the portrayal of 
character and personality. These things are the subject matter, the motivating 
force behind the drama to whatever degree, and contribute much to the 
construction of meaning in relation to the ballets themselves. Even in those 
ballets with a strong dramatic element, the psychology of the protagonist(s) 
seems to be of more importance than the action itself.
6.3 Philosophical investigations: exposing ideas
Shadow of the Wind (1948)
Shadowplay (1967)
Both Shadow of the Wind and Shadowplay have caused some confusion 
among critics, many of whom have found it difficult to find a satisfactory 
approach to their interpretation. The notion of 'ideas' as a source of meaning 
or significance is itself problematic, but arises again out of the perceived 
subject matter and its treatment. Shadow of the Wind, for example, takes the 
Chinese poetry of Mahler's song-cyde (Das Lied von der Erde) as its theme. 
The underlying idea is the cyclic nature of hum an existence, its 
impermanence, and the Chinese philosophy of 'accepting the mutations of life 
and bowing before them' (Lawrence 1950 pl48). Indeed, the source of this ballet 
goes some way to explaining the difficulties experienced by critics, since it is 
rooted in a culture which is far removed from Western Ufe.
Similarly. Shadowplay (it is interesting that both ballets indude 'shadow' in 
the title) presented an enigma, and critics and audiences have read it very 
differently. Tudor himself declared that he liked the ballet 'because it's 
mysterious' (PMlp, 1987 pl39). Critics have seen the ballet as being concerned
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with the idea of growing up, in various ways, although the treatment is not 
that of a chronological narrative of events in the life of an identified character, 
but more a series of symbolic and thematically related episodes.
'This work concerns the influences that hold man back from reaching a state of 
nirvana' (Anon, 1967a p8) and 'a child of nature discovering his identity during 
confrontations with symbolic forces' (Thorpe, 1986b p25) are two critical 
interpretations, nearly twenty years apart. Patricia Barnes calls it an 
'atmospheric, thought-provoking work', (1977 p34) and Bland writes of it as a 
'rich, original and ambiguous work' of 'dense atmospheric texture' (1985 p95), 
while Monahan says it is 'Tudor at his nearest to pure, unliterary dance' which 
'sets the imagination soaring', being, basically, 'about growing up' (1974 p459).l^ 
This ballet may be seen to reflect Tudor's growing immersion in eastern 
philosophy.
Williams writes that what Tudor did in this ballet was 'to express an idea that 
concerns the very essence of life itself  and that the 'far deeper significance' (than 
that of telling a story) in the work is shown in the ballet's portrayal of 'man's 
progression to a divine state, the emancipation of Nirvana, through the distractions 
and irritations of the undergrowth' (1967 pl3). This reference to Nirvana, in 
conjunction with the more obvious references in the ballet to oriental 
influences, again links the ballet with Shadow of the Wind, and the cultural 
difference implied. Percival comments on the unhelpfulness of trying to 
categorise a work such as Shadowplay, which defies categorisation: 'the 
metaphor is all, and to write about 'the meaning' of Shadowplay as if it had one 
specific meaning, and a detachable one at that, is to demean the ballet' (1967 pl4).
This demonstrates something of the problems of interpreting meaning, with 
or without access to the ballet itself, and the likelihood of various different 
'meanings', or an inter-relation of meanings, being possible, as Percival 
recognises. The fact that this ballet stimulated such a response suggests that 
Tudor may have achieved a subtle balance of interplay between character, 
narrative, mood and atmosphere which (in conjunction with whatever 
personal experience an audience member might bring), does not lead 
persuasively towards only one of the alternatives of narrative, character or 
even mood, as possible meanings. It also justifies to some extent the notion 
that this ballet's meaning is in some way connected to the world of ideas and
philosophy. 12
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6.4 Mood and music: evocation of mood
In some sense, aU Tudo/s baUets might be described in terms of the mood or 
atmosphere they evoke (in the same way that, in Chapter 5, they have been 
said to be potentially 'abouti their music). The reason for considering ballets 
from these different perspectives, however, is that while this may or may not 
be true, it is clear that some ballets are significant for reasons other than the 
moods or atmospheres alone that they evoke. Where other aspects are 
perceived as being of particular significance, however, these have been 
discussed, and the preceding groupings have resulted. The remaining ballets 
are those whose chief significance appears to be connected to their mood or 
atmosphere, and the possibility that this was a recurring and important facet 
of Tudor's work is examined.
Broadly speaking, the ballets which seem to be significant primarily in terms 
of the moods or atmospheres that they convey fall into two groups: those 
concerned chiefly with dance itself in some respect, and those concerned in 
particular with music and the relationship of dance and music (as identified 
in the previous chapter).
6.4.1 Dance
Elizabethan Dances (1953)
Britannia Triumphans (1953)
Exercise Piece (1953)
A Choreographer Comments (1960)
Dance Studies (Less Orthodox) (1961)
In the ballets concerned with dance itself, the moods or atmospheres created 
arise out of the combination of dance with different additional features. For 
example, in the first two cited above, the Arbeau reconstructions, the 
significance may be seen to be related to the way they evoke historical period, 
both through the dance vocabulary itself and through the style and manner of 
performance. Cohen wrote of Britannia Triumuhans that 'with limited pupil 
resources, Tudor had to reconstruct dances of the Elizabethan period, evoking the 
atmosphere of a theatrical genre long since vanished' (1963 p67).
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The others in this group are those based on danse d'école and are, again, 
works made for his Juilliard students: Exercise Piece, A Choreographer 
Comments, Dance Studies (Less Orthodox). These three have been shown to 
be 'about' ballet, as the previous two are 'abouti a specific historical dance, 
although there is scarcely sufficient evidence to support the notion of ballets 
of 'mood' in all cases. A Choreographer Comments clearly has been read as a 
humorous look at danse d'école and its use in the classroom and, to that 
extent, may be seen as evoking a particular light-hearted mood of teasing and 
humour. Cohen, for example, writes that the ballet contains 'some of the 
wittiest passages Tudor has devised' (1963 p67), and Sheridan writes of 'Tudor's 
own perceptive and mischievous wit'  and comments on the 'wicked glances' 
throw n at other popular ballets (1960 p25). This suggests that dance 
technique is employed in the ballet to comment on itself and its ability to be 
amusing, diverse and satirical, evoking an atmosphere coloured by humour 
and satire.
The other two ballets are more problematic to define in terms of possible 
meanings, but their position in Tudor's work overall suggests that they may 
be sim ilar to A Choreographer Comments, even though they do not 
necessarily have the same element of humour. Cohen wrote of Dance Studies 
(Less Orthodox) that it was 'less direct in its humorous passages and even -  some 
thought -  ambiguous in its intent' (1963 p68). This is slight evidence, suggesting 
a link between this work and the others, but only to the extent of allowing for 
possibilities to be noted.^^
6.4.2 Dance and music
Soirée Musicale (1938)
Hail and Farewell (1959)
Fandango (1963)
Cereus (1971)
Continuo (1971)
The Leaves are Fading (1975)
The problems of interpretation increase when considering those ballets with 
neither a clear dramatic narrative nor distinct characters to provide an 
immediate connection with human activity and exjperience. This has already 
been seen to be the case with regard to the two 'shadow' ballets. In those
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instances the remote cultural colouring may have contributed much to the 
difficulty, perhaps highlighting the problem of half-recognising something, of 
seeing that something is 'significant' but without possessing the appropriate 
background knowledge to understand why.
In the ballets of which critics have written often in terms of 'm ood' it 
frequently seems to be tacitly accepted that the mood is evoked through the 
music at least as much as the dance. Tudor himself recognised the evocative 
power of music.l^ The fluidity of the text-reader-ideology relationship is 
brought especially into prominence here, since moods and atmospheres may 
embrace some considerable degree of shifting interplay within a given range, 
making it increasingly difficult to ascribe 'meanings'.
These ballets all have some slight dramatic thread, and several of them have 
been especially noted for the importance of music and dance relationships. 
Soirée Musicale, Fandango and Cereus all have a degree of 'national' flavour, 
as noted in the previous chapter, and all are concerned with dance as a social 
activity.
Soirée Musicale has been described as evoking atmospheres of foreign 
countries, and of earlier periods in the history of ballet. 'Anon' refers to the 
ballet as a 'pretty and stylish evocation of various national styles translated into 
classical ballet' (1987d pl5), and Peacock writes that 'with scarcely any 'national' 
steps, the atmosphere of various countries was suggested with remarkable success' 
(1939 p47). Other writers discerned references to an earlier age in ballet 
(suggesting links with both the Juilliard reconstructions and the other works 
made for Juilliard students discussed above). Simpson, for example, writes 
that the ballet requires 'eloquent demi-caractère dancers of the old Ballets Russes 
sort' (1976 p90), and Vaughan comments that the Bolero, in particular, is 
'reminiscent of one of the famous demi-caractère numbers of the Romantic era' (1985 
p80).
Fandango and Cereus are both ballets, also, which have been read in terms of 
evoking aspects of time and place, and both have, incidentally, an element of 
competition between characters which contributes to the particular mood and 
atmosphere in each case. Fandango has been described as 'a charming little 
evocation of Spanish ladies' (Anon, 1987d pl7) and Cereus as possessing 'the look
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and feel of a dance inspired by a summer street scene in Harlem' (Martin, 1980 p37). 
Monahan, writing about Fandango amongst others, suggests that the ballet is 
'a more or less abstract interpretation of the chosen music, owing shape and unity to 
mood, style -  and music' (1972 p519). Martin also writes of Cereus that 'every 
move is expansive, a broad reminder that ballet began as social dance'.
Each of these ballets, then, appears as a ballet of 'mood' in which the subject 
matter (friendly competition between people in dance terms) is treated in a 
non-narrative way with movement suggestive of a certain place and group of 
people, to evoke a particular atmosphere.
Hail and Farewell is structured in two parts and, while some critics found the 
two sections somewhat unrelated, and the whole lacking in the dramatic 
intensity they had come to expect from some of Tudor's more dramatic 
works,16 the second section elicited some revealing comments about the 
ballet in terms of mood and atmosphere. The second part is set to Richard 
Strauss' Four Last Songs, each song given over to a solo with some ensemble 
support. 'Lyrical' and 'rich in mood' are descriptions offered by Terry (1978 
p360) and Cohen writes that the treatment is 'lyrical, almost to the point of 
abstraction' (1963 p67). Todd writes that 'Tudor used these songs and the voice as 
a springboard for dance and the solos were thus an extension rather than a mere 
illustration of the lyrics' (1959 plO).^7
Continuo has no story-line at all, and no specific time or place, beyond the 
present, is suggested by the movement style, costumes or music. It was 
originally made as a farewell from Tudor to the Juilliard students and has 
subsequently been taken into the repertoire of professional companies. The 
various comments of critics on the ballet's treatment and musicality suggest 
that the significance of the ballet lies in the relationship of dance and music, 
and the range of moods or atmospheres thus produced. Simpson, for 
example, describes the ballet as 'a short, lovely piece of abstract lyricism...creating 
a seamless flow perfectly embodying the Johann Pachelbel music' (1976 p90). 
Percival w rites that although 'the dances look almost conventionally 
academic...every now and then some unexpected twists are introduced' (1985 p28), 
and Heiing's comment that one of the solos presents 'a sweetly dappled look, as 
though she were dancing in sunlight filtered through early leaves' (1977 p39) is 
interesting because it might be expected that such an effect were achieved
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through the lighting (as in The Leaves are Fading, for example), whereas in 
fact the lighting is an unchanging, simple wash. The effect, therefore, is more 
likely to be achieved through the moods evoked by the dance and music 
together and, in this respect in particular, suggests a foreshadowing of The 
Leaves are Fading.
The Leaves are Fading was Tudor's penultimate work. Critics have had 
different views on the presence or absence of any dramatic thread in this 
ballet, but are generally in agreement about the importance of 'mood' in its 
interpretation. 'Anon' describes the ballet as 'an evocation of youthful loves' 
(1987d pl7), while Philp suggests that it is 'a contemplative work' (1979 p74). 
Thorpe is more specific, suggesting that the ballet is 'delicately evoking the 
melancholy of autumn and the emotional overtones associated with that season' (1986 
p25), and the music is referred to by Croce, who writes 'the dances closely 
parallel the music, hut they are not carried by it  They are musically transparent and 
free of the music at the same time' (1975 p69). This very strongly points to the 
notion of dance and music working together in the creation of mood or 
atmosphere, an issue which is explored in greater detail in Part 3, in relation 
to this and other ballets.
Conclusion
Ascribing meaning or significance to a ballet is a multi-layered activity which 
can only be approached through consideration of subject matter and its 
treatment, both of which are, to a large extent, inextricably inter-related with 
notions of meaning. Without access to the works themselves it is only 
possible to progress to a certain stage in the investigation of possible 
meanings, but, through study of available resources such as critical writings 
especially, it is possible to identify important issues which may then be 
investigated in depth when the works in performance, on film and in notation 
are available for study.
As Redfern writes of the rôle of 'aesthetic awareness' in the interpretation of 
meanings in artworks
at rock bottom there usually lies a recognition of the 
imaginative dimension of this mode of awareness... There is
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often, too, recognition of its subjective, yet at the same time 
objective, character - subjective in that the individual is 
directly and intimately involved in what he attends to, 
experiencing feelings of satisfaction or distaste; objective in the 
sense that what engages his attention is something in the 
public world that can be regarded by others as he regards it, 
and that is, moreover, susceptible to appraisal and checking by 
means of shared experience and reason-giving.
1983 pl02
While it is never possible to arrive at definitive 'meanings' in relation to a 
dance work, with or without direct access to the work itself, it is possible to 
identify factors which have a bearing on how the meaning or significance of a 
ballet is constructed through study of the subjective and objective responses 
of writers revealed in the available source materials. In the process of this 
exploration, it becomes apparent that there are two major focuses in Tudor's 
work which relate to meaning. One is the investigation of character and 
circumstance, the other is the evocation of mood through the relationship of 
dance and music.
The outcomes of the preliminary analyses of ballets pursued in Chapters 4, 5 
and 6 are reviewed below, with the intention of characterising the body of 
Tudor's work with reference to the component parts and significant issues 
discussed in these chapters. These factors have been borne in mind in the 
selection of four works for more detailed analysis, but other influential factors 
in the selection are indications of the proven value of the works, such as the 
duration of works in the repertoire, the spread of performances across 
companies and countries, and the availability of film, video and notation for 
study and comparison.
Danse d'école is the basis of movement vocabulary in Tudor's work because 
of his training and experience, and the context of his work overall, but the 
evidence suggests that the choreographer manipulates this and all movement 
vocabulary to specific ends; either towards the exposition of character and 
circumstance, or towards the evocation of moods with music or, indeed, both.
Other features of movement vocabulary are realistic gesture, period and 
traditional dance sources, and modem dance sources, all of which have been 
employed differently in the context of the individual dance work, as noted in
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Chapter 4. Period and traditional dance sources, for example, appear to have 
been used in order to evoke certain atmospheres rather than to depict a 
specific geographic or historical location, and 'modem dance' sources may be 
seen as revealing the developing vocabulary of danse d'école towards 
'm odem  ballet'.
There is clear evidence of a preference for late nineteenth-century Romantic 
music, music which is rich in emotional colouring but which is amenable to 
different choreographic treatments (Chapter 4). A preference for strings and 
voice is also evident, reflecting Tudor's professed idea of wanting 'the body to 
sing' (Gmen, 1975 p266).
The one-act structure is used in all ballets; frequently one scene only, with 
some ballets being structured in two scenes, and few in more than that. An 
apparent preference for multi-movement scores, whether original or in 
arrangement, is evident, with the suggestion that these offer potentially a 
wider scope in terms of the variety of dramatic/dynamic elements already 
incorporated. However, dance and music structures are complementary 
rather than identical, in the sense that a single movement music score is 
sometimes used for a ballet with a developed dramatic structure, if not 
necessarily a number of different scenes and, conversely, a multi-movement 
score sometimes provides a structure for a single-focus ballet, as shown in 
Chapter 4. The detail of structural relationships is considered in relation to 
the selected works in Chapters 7 and 9.
Within the broad division between ballets with some kind of dramatic thread 
or subject and ballets without, a number of recurring areas of subject matter 
appear (Chapter 5). The largest groups are those concerning psychological or 
emotional experience in terms of both the unique individual and her or his 
relation to society, while the areas of dance and, in particular, dance-music 
relationships, also emerge as significant. In all, the identification of subject 
matter is more or less problematic, and always closely bound up with the 
treatment of that subject matter. A significant number of ballets demonstrate 
the difficulty of separating out these putative groups even at a basic level (a 
ballet w ith a literary or mythological theme may also indicate that 
psychological or social experience is of equal importance as subject matter, for
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example), and the question of emphasis in each individual case has been 
influential in terms of locating ballets in particular groups for the purposes of 
examination, discussion and comparison. Therefore, while all the groupings 
have relevance to the overview of work, and the selection of representative 
works may be seen in that context, the most significant feature in relation to 
subject matter and treatment is the division between ballets in which some 
dramatic thread, slight or developed, is of key significance, and ballets in 
which other factors, particularly dance-music relationships, are more 
important. This duality, and the attendant questions raised by it and refusal 
of ballets to 'fit in', is explored in more depth in the following chapters.
The emerging focus in Tudor's work, then, is directed towards the 
investigation and revelation of character, and the evocation of mood through 
dance-music relationships (Chapter 6). Ballets which are particularly 
resistant to characterisation in a single way are especially effective in opening 
up issues relating to the construction of meanings in dance. By the same 
token, the different areas of identified meaning or significance are seen to 
have relevance to many ballets in some degree, so that decisions about 
groupings, for the purposes of comparison and discussion, are based on the 
perceived emphasis in each case, as in the area of subject matter and its 
treatment.
When ballets are compared in terms of groups of identified characteristics it 
becomes apparent that, beyond the stage of sharing two or perhaps three 
characteristics, ballets do not tend to cohere in large groups. This suggests 
that Tudor did not adopt a formulaic approach to choreography, and that he 
selected material and subject matter, and treated these structurally and 
thematically in ways which were, largely, individual to each ballet, within his 
range of preferences.
The following four ballets may be seen to reflect significant characteristics in 
Tudor's work, both in terms of choice of subject matter, and in its treatment. 
They are all, also, notated, recorded on film or videol^ and have been 
performed in this country in recent years:
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Tardin aux Lilas (1936)
Dark Elegies (1937)
Pillar of Fire (1942)
The Leaves are Fading (1975)
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Notes to Chapter 6
In Part 3 (Beyond Music, Beyond Drama), the exploration of four works is pursued 
through the examination of an individual response to the works, and with reference 
to the detail of the works in the light of this and with reference to notated scores.
2 Romeo and luhet has been discussed in the previous chapter as an exemplar of some 
of the issues involved in understanding the subject matter of an artwork, and it is 
further discussed in this chapter. See also Margolis (1980) quoted in Chapter 1 and 
above; Redfern (1983, Chapter 7 'Aesthetic Experience' p99ff) and Wittgenstein (1968 
tr Anscombe) on the importance of context in interpretation.
 ^ The ballet is based on Laclos' novel Les Liaisons Dangereuses.
^ Again, it may be argued that Constanza's Lament could be the first ballet clearly to
address characterisation in this sense, and to explore these notions in the 
choreography (see Chazin-Bennahum p32-4). However, it is a slight work and, for 
the purposes of this study, perhaps of lesser significance overall.
6 Other characters come to the fore at different times and demand some degree of
sympathetic response from the audience, especially the Episode. This balance is 
discussed in detail in Part 3.
6 Interestingly, Tudor chose to present heroines rather than heroes. If the central 
character is male, as in Undertow or Knight Errant, he is more of an anti-hero'. 
However, The Boy with the Matted Hair is more problematic in this context, neither 
hero nor anti-hero, perhaps (reflecting the overall ambiguity of the ballet and its 
mysteriousness). Minor characters, however, indicate that there are plenty of anti- 
heroines' as well as mini-heroes: see the sub-plots in lardin and Pillar, also characters 
in Undertow and Knight Errant already mentioned.
7 A V Coton writes 'IConcerning Oracles} reveals Tudor's unique capacity to a  eate human- 
sized characters through classical dance movement undistorted by naturalism' (1973 p73).
Les Mains Gauches, which was revised to provide the second scene, was first created 
in 1951 at Jacob's Pillow.
8 Gallant Assemblv, for example, is described by Peacock as being 'concerned only with 
the rompings of a group of gallants and their ladies' (1939 p47), and Gowing describes the 
character danced by Agnes de Mille, who 'finds a man, tries her utmost to win hitn and, 
repelled at last by the beauty who commands his affections, returns to her pathetic motif of 
rotating hands' (1937 p462). (This is the hand motif referred to in Chapter 4.)
9 Time Table, for example, is described by Beiswanger as concerning 'the parting of 
lovers in a suburban railway station' (1942 p33).
Lacan, in Sturrock (1993) p99.
11 See also Munro (in Osborne, 1981) quoted in Chapter 3.
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Redfern's discussion of 'aesthetic awareness' is illuminating in relation to the critics' 
response to this ballet in particular
We may he 'taken out of ourselves', yet become more deeply, or perhaps 
differently, aware of ourselves; aesthetic awareness may involve an 
introduction to what is strange and neto, but also a realisation...of what is 
familiar and commonplace.
Redfem, 1983 p i 01
The same writer remarked in an earlier article that Tudor 'spent weeks instilling in his 
performers the feeling of the EliTabethan period' (1954 pi 6).
Chazin-Bennahum's description of the action of this ballet suggests an almost surreal 
or post-modern approach to choreography. The appearance of a gorilla at one stage 
in the dance seems to presage the work of Pina Bausch, for example, who was, 
indeed, a Juilliard student at this time. The use of ropes, with dancers swinging on 
them but to no apparent dramatic purpose, also adds to the ambiguity of this work. 
However, it still could be argued that these devices may have been employed by 
Tudor with the aim of drawing attention to the medium of dance and its potential to 
be subverted (see Chazin-Bennahum p i92),
'The fact is, the general audience sitting out in front doesn't realize that it's the music that's 
sending them most of the time, and twt the choreography' (in Gruen, 1975 p260),
'The choreography [in the first part] resembles slightly a dancing school recital bit', wrote 
Terry (1959 p360), although he found the second part more substantial, Todd 
expressed a similar view (1959 plO),
The relation of choreography to lyric in the ballets Tudor made with song-cycle 
accompaniment offers a further research possibility. The significance of dance-word 
relationships in Dark Elegies is referred to in Richardson (1985), but is not pursued in 
the present study,
18 The two earlier ballets, fardin aux Lilas and Dark Elegies have also been broadcast on 
British television (see Chapter 1),
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Narrative, Character, Mood: 
A Gentle Unwinding of Passion
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CHAPTER 7
Detachment and involvement the manipulation
of narrative and musical structure
in Tudor's ballets
Introduction
The investigation of Antony Tudor's 'choreographic style' is pursued in Part 3 
through the detailed analysis of four ballets which may be seen to reflect 
significant preferences and characteristic features in the choreographer's 
work, as established in Part 2. Issues addressed in this chapter relate to the 
ways in which meanings may be constructed through the reader's 
engagement with and perception of the specifics of structure in narrative and 
music. The ballets are distinguished, initially, according to the perceived 
emphasis in subject matter, and are thus designated 'mood' or 'stoiy' ballets.
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and the intention is to explore how far this distinction may be useful in 
illuminating choreographic style at the level of structure identified.
All four ballets selected for analysis and comparison are in the one-act form 
invariably adopted by Tudor, although two comprise a single scene (Jardin 
aux Lilas and The Leaves are Fading), while two comprise two scenes (Dark 
Elegies and Pillar of Firel.l  The detail of structure in each ballet, both in 
terms of dramatic form and in the use of music, it is argued, is a significant 
aspect of the treatment of subject matter and, thus, in the construction of 
possible meanings.
To further this argument, outline structures of the four ballets. Jardin aux 
Lilas, Pillar of Fire, Dark Elegies and The Leaves are Fading, are included in 
Volume 2 (pp298-340), and these are referred to in relation to their musical 
structures and the focus of the narrative. The structures are presented in 
chart form, demonstrating how the choreographer has used the music score 
in each case to provide a framework for the unfolding of the action. Jn each 
ballet, the choice of music score is significant in terms of the possibilities 
offered for dance-music relationships of greater or lesser complexity. The 
'm ood' ballets, for example, have scores in which clearly differentiated 
sections make up the whole, whereas the 'story ' ballets have scores 
comprising a single movement in which musical themes are repeated, 
developed and varied through the whole. This has implications for the 
treatment of the theme in each ballet.
Each chart of comparative dance-music structures shows the major sections of 
both dance and music with bar numbers, and each identifies dance and music 
examples which may be the opening melodies, or specific movement phrases 
or melodies which are referred to in the ensuing analyses. Jn addition, an 
outline of key, time, dynamic, speed and orchestration for the music, and of 
cast changes and action for the dance is included.
These charts, therefore, offer the opportunity of examining the ways in which 
dance and music 'fit' together in each ballet, whether in terms of major 
sections or smaller units. Jn the analyses, each example cited may be found 
on the appropriate chart, so that the context in which it occurs may also be 
discerned easily, whether in terms of dramatic or narrative structure, or of
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variations in mood and atmosphere. The potential significance of dance- 
music relationships at the level of small detail in these ballets is discussed in 
Chapter 9 (Family resemblances: aesthetic qualities in Tudor's ballets). 
Dance examples are given Arabic numerals and music examples are given 
Roman numerals throughout.
The examples referred to throughout Part 3 are illustrated in notated form in 
Volume 2. In this chapter the examples cited serve to illustrate some of the 
ways in which structural features of the ballets lead towards certain 
interpretative possibilities in relation to the theme of each. Following an 
examination of dance-music structural relationships, the central focus of this 
chapter comprises other structural details including the spatial relationships 
of characters, and phrases of movement, in which characters may be seen to 
be separated out from their companions to varying extents, either spatially or 
in terms of movement vocabulary. Reference is also made to the possible 
significance of visual components, costume and set in particular, and their 
structural relevance.
7.1 Dance with the music: structural relationships of dance 
and music
In Chapter 4 it was noted that Tudor chose late nineteenth century and early 
twentieth-century music most frequently for his ballets, and with a bias 
towards German or Austrian composers and music of the late-Romantic style 
in particular. It was also noted that the musical form of the scores used by 
Tudor does not necessarily coincide with the dramatic form developed by the 
choreographer, and that the relationship between musical and dramatic form 
may, indeed, be different and complementary.
Looking at the four key-works from the standpoint of structure, it is clear that 
the 'mood' ballets are structured according to the musical score in terms of 
overall form and the major sections within that form. For example, each song 
in Kindertotenlieder (Dark Elegies) is given over to an individual solo or 
duet, plus ensembles of various sizes. Similarly, in The Leaves are Fading, 
each section - one of the Cvpresses or a trio, quartet or quintet movement - is 
devoted to a particular duet or solo or variety of ensemble.
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In the 'story' ballets, the music is not so clearly divided into sections and 
neither is the dance, although it is apparent that selected musical themes, 
ideas or moods are used by the choreographer in the structuring of the ballet.
Tardin aux Lilas and Pillar of Fire
Apart from large-scale structure, other aspects relevant to the discussion of 
dance and music relationships in these two ballets are those to do with 
leit-motifs and the way in which these may be used in the dance. One 
example is the main theme in the Chausson Poème; Tudor evidently tried to 
make each treatment of it different and, by doing so, he achieved a level of 
unity in the whole ballet, because the main theme acts as both a structural 
linking device, and as an emotional common thread which links different 
experiences of the main characters. The first three appearances of Theme 1 
(Example ü) demonstrate this:
1. The first duet for Caroline and the Lover (Example 3),
2. The trio in which Caroline and the Lover seek to draw together
despite the presence of the Episode (Example 5),
3. Caroline's solo (Example 6).
To a certain extent, the theme may be seen as being associated with Caroline 
and her experience, although some appearances of the theme occur without 
her presence on stage. One of these is the Lover's solo (Section 13), and 
another (Section 18) occurs as Caroline and her Lover leave and the Man and 
the Episode in His Past come into focus. In this way it may be seen that the 
manner in which Tudor has used leit-motifs in the music is more subtle than 
through a simple transference to character. At the outset. Theme 1 is 
associated with Caroline and her situation, thereafter the theme may function 
as a reminder of this issue whether she is present on stage or not.
In the Schoenberg Verklarte Nacht the musical structure is more complex, 
being based on sonata form and comprising two sonatas linked by a 
Transition and with an Introduction and Coda framing the whole.2 The first 
melody heard (Example i) is prominent in the Introduction and Coda: in the 
Introduction, it appears in D minor, and in the Coda in D major. This theme, 
in its two modes, is used by Tudor to set the scene at the beginning (Example
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1), w ith Hagar on the steps of her house, watching but isolated from the 
various other characters who appear and, in the Coda, to present the 
resolution as Hagar and the Friend move towards an optimistic future. The 
sonata form of the music is also used structurally in the development of the 
action, for example in the Development section of the first sonata (Examples 
vi, vii), in which Hagar becomes involved with the Young Man from the 
House Opposite, and the Recapitulation (Example viii), in which she is 
carried by him into the House Opposite (the event which precipitates the 
development through the rest of the ballet). Similarly, the Exposition of the 
second sonata (Example x) is used to present the 'Family Portrait' (Example 
15), and the Development section (Examples xiii, xiv) to show the 
development of events in the wake of Hagar's earlier experience. The 
Recapitulation (Example xv) marks the gradual unfolding of the dénouement 
before the final Coda (Example xviii).
Dark Elegies and The Leaves are Fading
Dark Elegies appears to have a tighter structure than The Leaves are Fading, 
and this is at least partly due to the fact that the score existed complete before 
the ballet was thought of and therefore provided a ready-made structure. 
Leaves was constructed by Tudor from an assortment of short pieces, many of 
them linked but not all.^ Tudor made the decisions about the ordering of 
separate pieces and any editing he wished to make. In the string quartet and 
quintet rriusic used, for example, only one movement is taken from each, and 
in neither case is it heard complete. The Cvpresses (which constitute the 
major part of the ballet's score) are very short arrangements of early love 
songs, and this provenance is evident in their short preludes and postludes, 
the lyrical melodies with breath-rhythms and recitative-like passages. Tudor 
arranged the score so that the key changes from one section to another would 
be smooth, by moving through keys which are generally closely 'related' in 
that they share a majority of tonal relations, so that the shift of tonality is 
slight. However, the progression of keys is not always predictable in this 
way. The outline structure shows the progression of keys, and the fact that 
there is a tendency towards sharp tonality up to and including the solos and 
duet for G and J,4 after which there is a sudden and complete shift - E major 
to E flat major - for the Four Couples, and a further complete shift for the Solo 
Couples and Closing sections. This progression of keys does provide another
148
Detachment and Involvem ait : the manipulation o f narrative and musical structure in Tudor's ballets
kind of structure across the whole ballet by leading up to and away from the 
central pas de deux and solos. For example, the movement through 'sharp' 
tonality suggests the notion of ascending towards something (in the general 
trend through keys with an increasing number of sharps), whereas the 
reverse movement through 'flat' tonality suggests a falling away (or, indeed, 
a 'fading').
There are many short sections in this ballet; fewer, longer sections in Dark 
Elegies, which contributes to the overall comparative clarity of structure in 
the latter ballet.
There are a number of different levels of structural comparison possible 
between dance and music. After looking at the large-scale structure, in terms 
of sections of music or songs or movements and so on in relation to dramatic 
or thematic choreographic structure, it is also possible to consider structural 
relationships on the smaller scale, and this is taken up and explored further in 
Chapter 9. Examples may be concerned with phrasing and the use of melodic 
and choreographic leit-motif. W ithin individual phrases there is the 
possibility of rhythmic relationship in terms of patterns in melody and 
movement, for example. All these aspects are referred to in Chapter 9, and 
further, more detailed studies of specific examples may be referred to 
elsewhere.^
7.2 Who are these people?
In the interpretation of the four key-works, an important difference between 
'mood' and 'story' ballets concerns the matter of detachment. In the 'mood' 
ballets, the sense of detachment rather than involvement is strong, although 
the reader is still invited to adopt a sympathetic view of the characters. This 
is, perhaps, particularly true of Dark Elegies, in fact it hardly seems accurate 
to suggest that detachment rather than involvement is to the fore in this 
ballet, except insofar as there is no sustained involvement with one character, 
which itself results in a degree of detachment. This sense of detachment 
arises in part from the manipulation of focus. In the 'story' ballets, the focus 
is directed towards a small number of characters, sometimes only one. In the 
'mood' ballets, while several characters may be drawn in more detail, the
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focus is nonetheless more evenly spread, so that there is a sense of the 
spectator standing back, as it were, being invited to regard the wider context 
and spread the sympathetic attitude among the group, rather than directing it 
towards one or two, with the other characters providing the framework. The 
reader is not taken so deeply into the experience of a single character, because 
there are others presenting a different perspective or set of experiences. The 
whole is presented as a web of relations, each part being perceived as 
significant in the whole and in terms of its relationship with other parts.
This is a structural issue. In the 'mood' ballets, apart from the first few bars of 
Leaves and the final moments of both Leaves and Elegies, there is never only 
one person on stage. That inevitably makes a difference to the overall effect 
in that the reader is never wholly taken into the experience of a single 
individual, one is always made aware, however subtly, of the presence and 
importance of other people in the action.
In the 'story ' ballets, by comparison, there are times when the central 
character is alone on stage. Caroline has her own solo, for example, in Tardin 
aux Lilas, and Hagar begins Pillar of Fire alone, and has other moments of 
being alone, later in the ballet. In addition, when either of these characters is 
on stage while something else is going on which seems to be of importance, 
she is always doing something different which draws attention to her 
difference.
The structure of each of the 'story' ballets is devised through solos, duos and 
group dancing arranged in a given framework, ensuring that the focus is 
directed appropriately, that is, not towards one individual for so long that 
individual seems to be central, but long enough to show that this character is, 
nonetheless, significant in her or his own right. It has already been noted that 
in Pillar, Hagar is never off the stage except for less than two bars (Examples 
13a, 13b). Even when she is not dancing, the focus is drawn towards her 
because of the tension in her stillness or small or sudden movements, and the 
contrasts between her movement and that of those around her. By 
comparison, Caroline, in Tardin, is frequently off-stage, and a significant 
feature of the ballet is its fragmentary aspect in that it comprises aborted 
meetings and sudden partings. She does appear very often, however, and is 
never off stage for very long. It is, then, certainly her story which is
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unfolding, but there is a stronger sense in this ballet than in Pillar of the 
existence of other living, feeling people. These others are allowed their own 
time in focus as they move through their own part of the story. They, also, 
are given the opportunity to excite interest and sympathy. Pillar is much 
more intense in this respect, because it is Hagar, and only Hagar, who 
demands the compassionate response.
In the 'm ood' ballets, while the characters all appear quite frequently 
throughout, they do not have repeated moments of prominence, their 
individuality is therefore not developed to the same extent, and there is not 
the same sense of fate or destiny attaching to any one of them.
Characters are made more or less intriguing through a variety of means, 
involving detail of movement vocabulary (examined in the following 
chapters) and different levels of formal structure. The focus of a spectator is 
directed quite specifically in this way, so that there is the opportunity to 
recognise significance, even if, as is the case quite frequently, the 
manipulation of focus through structure occurs only through small details.
There are many occasions in Tardin aux Lilas which demonstrate the potential 
of small structural details to contribute significantly to the construction of 
meaning. In the trio for Caroline, the Lover and the Episode (Example 5), the 
three are shown dancing in unison, suggesting perhaps the fact of their 
compliance with social customs in  their behaviour towards one another. 
However, in this example, Caroline and the Lover are also seen to break away 
from the Episode, dancing off together as the Lover releases his arm from the 
Episode's grasp and he and Caroline join both hands and move away. It is a 
transitory moment, because the Episode joins them again immediately: only 
in one bar are the lovers united with each other and separated from the 
Episode, and their movement is very little different. Their contact with each 
other and focus towards each other, and a slight variation in pathway, are all 
that differentiate their phrase from the Episode's, but its setting within the 
context of clear unison movement for the trio gives it prominence, and 
implies significance.
It is interesting to compare this brief moment in Tardin aux Lilas with a longer 
passage in Dark Elegies because, despite the clear differences between the
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two, there is a similarity in terms of the manipulation of small structural 
details in the construction of meaning. This is Example 29, in which all the 
dancers slowly leave the stage at the close of the ballet. Although this is 
clearly a formally constructed ensemble exit (see floor plans), there are tw o 
dancers who become focal points briefly and, in terms of both form and 
meaning, significantly. All the other dancers leave in pairs, slowly following 
each other off-stage. The dancer who initiates this procession, however, is 
alone and, more importantly in terms of layers of possible meaning, is the 
woman from the second song who was, then, apparently unable to come to 
terms w ith her personal tragedy. That she now leads the community 
forwards - perhaps into a new life - suggests quite strongly a sense of both 
resignation and optimism. Finally, a lone dancer brings up the rear of this 
procession but, rather than simply walking off like the others, she performs 
the same phrase of movement which opened the ballet. Indeed, she is the 
same soloist, which gives a formal completeness to the ballet at the same time, 
allowing for the suggestion of further layers of meaning, as it brings to mind 
the mood and atmosphere of the opening, while repeating the formal aspects 
in a different context: in the light of what has gone before, and changed 
because of that.^
In considering these two very different examples, it may be seen that there are 
a number of issues involved. One significant point here is that the Elegies 
example comes from the final moments of the ballet, whereas the Tardin trio 
occurs quite early on in that ballet, and this has implications for an 
interpretation of the significance of each. In Elegies, while it is clear that these 
two women take on additional significance at this moment, it is also clear that 
this cannot be developed through further characterisation, since it is the end 
of the baUet. In the case of the trio from Tardin, on the other hand, each 
character and relationship is still in its early stages of development, 
dramatically speaking. The way the movement material arises out of the 
context of the action in each ballet, however, is very similar. The dancing in 
the Tardin trio can be seen to be formal and related to the kind of social 
dancing that might be expected at an Edwardian party. The ritualistic 
procession of Elegies arises quite clearly out of the formal, ritualistic 
structures of the ballet overall. In both, then, the context is clearly presented 
in movement terms, with the significant detail allowed to emerge from that 
context.
152
Detachment and Involvement : the manipulation o f narrative and musical structure in Tudor's ballets
In some ways similar to the Elegies example cited above, there are other 
moments, in all four ballets, when a central character is separated more 
emphatically from the group or community through the manipulation of 
structural aspects. In Tardin aux Lilas Example 8, focus is drawm towards 
Caroline as the character set apart from the rest because of these aspects. In 
this case, the rest are dancing couples, among and through whom she travels 
with pas de bourrée couru. It is also in a sense dream-like; Caroline's 
bourrées ghde smoothly across the stage, but also the dancing couples seem 
as if suspended in time, as they pause in the dance and sway gently: a 
'psychological moment', in terms of Caroline's preoccupation with her own 
concerns, and apparent obliviousness to 'reality' around her.
Pillar of Fire includes many instances of this. Invariably it is Hagar who is 
isolated, and this isolation contributes to the bleak alienation which seems to 
pervade her life. In Fxample 7, Hagar is seen to be separated from the other 
characters on stage as she watches them dancing in couples (the 
Lovers-in-Innocence, with the Youngest Sister and the Friend) while she, 
apparently rather aimlessly, follows them. As is the case on a number of 
occasions, Hagar has little to do in movement terms, and it is not this which 
draws the focus of attention but, rather, her difference, her contrast with the 
others, and the way she seems to watch what is going on without being able 
to be a part of it. This is similarly evident in Example 11, as she watches the 
Lovers-in-Experience from the House Opposite and again, is apart from them.
This is different from otherwise similar moments in Tardin aux Lilas, because 
whereas in Tardin Caroline, for example, sometimes moves through her 
guests apparently unseeingly, here in Pillar Hagar seems to be very much 
aware of the other characters and her lack of contact with them.
However, there is an instance, later in Pillar, which is closer in similarity to 
the Tardin example cited above (Example 8). This is shown in Example 17, 
when Hagar wanders through a trio of girls from the Lovers-in-Innocence 
group. Like Caroline, Hagar here seems unaware of the presence of the 
others; there is no indication of recognition or acknowledgement, or of any 
kind of relationship shown through shared movement. For once, Hagar 
seems to have lost her crippling self-consciousness in the preoccupation of 
her own thoughts, and, indeed, this section marks a significant phase in her
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progress through shame and guilt towards new optimism, in the context of 
the dramatic development of the action overall.
In the 'm ood' ballets, as mentioned above, the direction of focus towards 
individual characters is manipulated differently, and to a different end. In 
Elegies and in Leaves there are times when cast members 'frame' the soloists 
or duettists, although this is more often the case in the former ballet, where 
the sense of a close-knit community is strong, and, indeed, part of the 
strength of this overall image is conveyed thus.
In Elegies Example 1, the six-strong ensemble begins kneeling in a semi-cirde, 
and this shape is used repeatedly as a frame for the soloist's dance. During 
the longer solo passage the women are again in this formation, although this 
time they face outwards from the centre (Example 3). In this instance, as in 
many during the ballet, the focus is drawn in towards the centre because of 
the placing of dancers on stage, rather than, as in the 'story' ballets, towards a 
dancer who may not be either central or framed by other dancers, but who 
stands out because of her or his difference from those around.
A soloist set apart from, but framed by the group, is seen in another instance 
in Dark Elegies at Example 14. In this case, the soloist has his back to the 
audience as he addresses the group, and this not only reinforces the sense of a 
'closed' community, but also tends to reduce the significance attaching to the 
soloist by virtue of his temporary solo status. This contributes to an image of 
a community of equals in which no one character is allowed to dominate to 
the extent of becoming of central importance. As has been pointed out above, 
soloists in both Elegies and Leaves are only given this status for a relatively 
brief period, after which either the ensemble or a different soloist or couple 
takes on more prominence. In this way, no one character is allowed to 
develop, or show a wide range of facets, moods, relationships, in the way that 
occurs in the 'story' ballets.
The focus of attention may be drawn in towards a soloist whether or not the 
gaze of the ensemble is directed towards that dancer or dancer's space, as 
may be seen in Examples 18 and 22 in Dark Elegies. Here, the soloist again 
addresses the group, but the group does not always respond so directly; it is
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their spatial arrangement which presents the strongest image of a tight-knit 
community.
Again, in The Leaves are Fading, the focus is sometimes drawn towards 
individual dancers by the presence of members of the ensemble either 
framing the performance space, or looking on, or responding or reacting to 
the soloist(s). There are fewer instances, however, of the ensemble, or part of 
the ensemble, 'framing' the action in a formal spatial pattern, than there are in 
Elegies, and this in itself dilutes, to some extent, the sense of community, 
although it is still clearly evident. Some examples do occur, nonetheless, in 
which members of the group are placed in a situation of 'watching' the 
actions of others. In the third section for four girls and two boys (Example 3), 
two of the girls dance a duet watched by the others. In Example 5, two girls 
enter the stage space specifically to watch the boys in their dance. By the time 
of one boy's solo (Example 6), a larger group of the ensemble is gathered 
round, providing an audience.
The male/female duets in this ballet all tend to happen without any audience 
on stage, although two couples enter at the end of G and J's duet (Example 
12), and E and C remain on stage after their duet as G and J enter to dance 
again (Example 19). E and C do not look at G and J, however, in fact they are 
facing away from them. It is interesting that both these instances occur 
during G and J's duets, drawing attention to these characters through the 
implied relationship to other members of the group, albeit in a very 
understated way. These two dancers are also the last to leave at the end, 
when Z returns to wander across the stage. G and J, therefore, are certainly 
given more prominence than any of the other dancers, each performing a 
solo, as well as two pas de deux, (discussed in the following chapter), but 
they do not appear at all until well into the ballet, and their major duet is 
immediately followed by two other duets for different pairs of dancers, so 
their potential importance or centrality is somewhat dispersed.
It has been noted that the structure of the 'mood' ballets is such that, when 
individual characters come to the fore, it is for a limited period, and usually to 
return more or less immediately to the ensemble, so that there is little or no 
development of character beyond the immediate solo or duet. In the 'story' 
ballets, on the other hand, different characters appear and sometimes attain
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prom inence at different times in the ballet, thus allowing for some 
development of character through the ballet, if this is important.
Tardin aux Lilas Example 9 illustrates the direction of focus towards different 
individuals as they come to the fore in the ballet. In this case it is the Episode 
who, meeting three male guests, rejects firmly one who tries to partner her. 
Having chased this persistent guest away, she pauses and turns, on hearing 
the approach of the Man. Certain aspects of her personality, and the notion of 
an individual life, are suggested in this brief passage, so that she has attained 
a degree of status in terms of appearing as a significant character before her 
duet with the Man (Example 10) which follows immediately.
This duet (Example 10), for the Man and the Episode in His Past, can clearly 
be seen as an exemplification of the shifting focus through the ballet, which 
allows for individuals, apart from and in addition to Caroline, to become the 
centre of attention and, thereby, characters of significance in their own right 
apart from their relationship to her. The detail of movement vocabulary 
which contributes to characterisation in this and other instances is discussed 
in Chapter 9.
In Pillar of Fire, there is much less development of secondary characters. 
HagaPs separation from her fellow beings is very persuasively conveyed, 
however, for example in the opening bars of the ballet (Example la-e). Hagar 
is shown constantly on stage as a variety of other characters come and go, and 
the spectator's focus is directed towards her not only because of her presence 
on stage throughout, but also because of the contrast between her movement 
and that of the other characters. Her movement is tense, inward, and keeps 
her very close to her house. Other characters, by contrast, move through the 
stage space; even the Maiden Ladies Out Walking, whose gait is stilted and 
halting, seem freer and more at ease with themselves. This is partly because 
there are two of them moving in unison, so that there is the additional sense 
of solidarity and belonging suggested. In some sense, the presence of a 
second Maiden Lady serves to confirm the validity of the position of each.
Through these structural devices, then, the focus of attention is directed 
towards individual characters in the four ballets in different ways. Another 
aspect of subject matter and its treatment is the relative importance of
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dramatic situation and external circumstances which provide a context for the 
action. Again, there are significant differences between 'mood' and 'story' 
ballets in this respect, although, in some cases, there are also similarities, 
which suggests the notion of a continuum rather than a polarised distinction.
7.3 A web of relationships
It is not so much a matter of external circumstances in terms of, for example, 
historical and geographical setting, although these have their significance (as 
is demonstrated below), as of a particular web of relationships between 
people which itself creates the dramatic situation. In the 'story' ballets, it is 
this web of relationships which is crucial in dramatic terms, whereas in the 
'mood' ballets, while the web of relationships is significant in a different way, 
it is not this which creates the situation. The way in which individual 
characters relate to each other, to the group, or even a house, is illuminating 
in terms of the significance of that relationship and, in each ballet, different 
factors come into play, while there are also clear 'family resemblances' 
between ballets at times.
Both Dark Elegies and The Leaves are Fading are, in one sense at least, 
abstractions, in that they are concerned with fundamental human experiences 
apart from any specific story line, and therefore also apart from particular 
characters and situations (with the exception of Elegies noted above). That is, 
although there may be a more or less specific situation or set of circumstances 
in which the action is set, this situation or set of circumstances is not central to 
the development of the theme in the same way that it is in the 'story' ballets.
Grief and bereavement are common aspects of experience, not limited to 
young parents who lose their children through natural disaster. It could 
reasonably be said, for example, that the images of young parenthood in Dark 
Elegies are not specific, and that the situation could be a different one without 
the significance of the ballet being altered. The ballet could, equally, be 
interpreted as showing different stages in the grieving process, rather than 
necessarily the different responses of individuals to a common tragedy.
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Similarly, in The Leaves are Fading, the ballet might be seen as representing 
different aspects or angles or stages of youthful love relationships; in this 
case, perhaps different aspects of the older woman's past experience, rather 
than pictures of several different relationships. In Leaves, as in Elegies, one 
may be seeing different aspects of a relationship or experience, or, equally, a 
fragment of human Hfe as experienced by different sets of people. ^
The 'story' ballets, while they may also be said to deal with fundamental 
aspects of hum an experience, do also rely on a specific story and set of 
circumstances to be made intelligible, even if the exact details of history and 
geography are not important. Further, they are tied very definitely to 
individuals, and the personalities and situations of those individuals. 
Therefore, to make links between these 'stories' and the reader's own 
experience, perhaps, one would need to alter everything except the 
underlying m ood/em otion/experience. There are details of situation in 
these, details of historical time, social setting, family and other relationships, 
as weU as of individual personalities.
In the 'm ood' ballets, these details play a much less important part. It is 
apparent, nevertheless, that Elegies does seem to link itself to a particular 
stratum of society, mostly through its exploitation of folk-dance images which 
immediately set up associations with the idea of simple country folk rather 
than sophisticated city dwellers. However, a more important point, it could 
be argued, is that the folk-dance imagery is symbolic rather than 
representational, a useful image to convey a sense of community, shared 
values as well as shared experience. Leaves is perhaps even less specific than 
Elegies in this respect. That being the case, then, veiy little adjustment needs 
to be made to identify with the subject matter of the ballets.
The specificity or otherwise of the setting and circumstances in the four 
ballets is shown first of all in the list of characters. No character is named in 
either Elegies or Leaves, for example, whereas in the 'story' ballets, the central 
character in each is given a name, and other characters descriptive titles 
which help to establish their relationship with that central character, or their 
dramatic significance in the development of events.^ This is most clearly 
shown by setting out the dramatis personae, as below:
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Jardin aux Lilas
Caroline
HerLaoer
The Man She Must Marry 
An Episode in His Past 
Guests
Pillar o f Fire
Hagar 
Eldest Sister 
Youngest Sister 
Friend
Young Man from the House Opposite 
Maiden Ladies Out Walking 
Lovers -in -Innocence 
Lovers -in -Experience
In the intimate context of the Mercury Theatre, where Tardin aux Lilas was 
first performed, Tudor gave some of the Guests more specific descriptive 
titles in the original production - A Young Cousin, for example - although 
these were abandoned fairly early on. A suggested blood relationship of 
Caroline to the one female guest is not, indeed, of dramatic significance; at 
least, not in the same way as is Hagar's relationship to her sisters. The guest 
in question is portrayed as sympathetic to Caroline (consoling Caroline in a 
moment of despair, and admonishing another guest who witnesses the 
scene), but it is not important that any closer relationship than friendship 
should be suggested. In Pillar, on the other hand, the two sisters represent 
more than simply two additional characters who relate to Hagar in some way 
- as critical, or as teasing - because the reader also sees in them projections of 
Hagar's own imagined life. The Eldest Sister may be seen as representing the 
future for Hagar if she can find no escape, the Youngest Sister as representing 
the youth and attractiveness which seem to be passing Hagar by.
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In terms of visual setting, the particularity or otherwise of circumstance is 
also underlined. Again, in the 'mood' ballets, this is left non-specific in terms 
of time and place, although Elegies with its sombre, brooding colours does 
hint at a bleak, northern setting, whereas the suggestion of a forest glade in 
Leaves is created, chiefly through lighting. The costumes in Elegies are also 
plain and somewhat stark; the women's headscarves evoking peasantry, as 
do also the men's simple trousers, shirts and loose waistcoats. These are 
working clothes, serviceable and hard-wearing. The dappled pink and gold 
tones of the costumes in Leaves, and the fine, shimmering quality of the 
material, combine to suggest a youthful, carefree atmosphere, but with no 
indication of a specific time or place.
In the 'story ' ballets, the costumes help establish both time and place, 
although they have a different additional function in each ballet. In Tardin, 
the guests are all dressed in Edwardian party style, but with variation 
between the characters, hinting at individuality, without defining it too 
emphatically. In Pillar, the characters' costumes also suggest time and place, 
but, in addition, they characterise social groups within the whole community 
(the Lovers-in-Innocence, the Lovers-in-Experience, the Maiden Ladies Out 
Walking). Hagar's costume, with its high neck, closely buttoned, close-fitting 
bodice and long sleeves, shows some similarities to that of the Eldest Sister. 
Hagar's skirt, however, is both shorter and fuller than the Eldest Sister's, 
allowing more freedom of movement, and in that respect it is closer in style to 
the Youngest Sister's costume, thus placing her somewhere between the two 
in age and status.
Choreographically, the setting and circumstances in each ballet are shown 
most clearly through the manner in which individual characters relate to each 
other, both in the balance of individual and in communal relationships, and 
the ways in which these may serve to draw characters together, or to isolate 
them. Sometimes several characters are involved in this web of relationships, 
sometimes only two, and even, as in Pillar of Eire, one character's relationship 
to a House may illustrate aspects of this.
In the first few bars of Tardin aux Lilas the main characters, and clear hints 
about the potential complexity of their relationship to each other, are shown 
through the ways in which they interact in small movements and gestures.
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and the bearing of the body (Example 1). As the curtain rises, Caroline is 
standing next to her fiançé, the Man She Must Marry. Although they are 
physically near one another, standing side by side, it is soon clear that they 
are not necessarily close emotionally. Caroline's first movement is to draw a 
deep breath, and slide her hand down her other arm behind her back, 
opening and clenching her hand, in a gesture which Maude Lloyd described 
as conveying the thought 'How am I going to bear this?' (Lloyd, 1984 p43). The 
Man She Must Marry looks away from her, as if into the house, and Caroline 
turns to look the other way, to where the Lover now appears. They reach 
towards each other, but the Lover shakes his hand as if to say 'No, not now', 
because Caroline's fiançé may look back at any moment. The Lover 
disappears; it happens so quickly that it might only have been imagined.
The distance between Caroline and her fiançé is underlined by all of this and 
the following; he turns back to her, apparently knowing nothing of what has 
happened, and leads her away, all the time maintaining the stiff, upright 
carriage characteristic of the Man and representative of the position in which 
he evidently feels himself to be.
As they leave, the Episode in His Past enters, apparently looking for someone. 
As she meets another male guest, it is clear that this is not the person she 
seeks, since she looks over his shoulder while he kisses her hand. She is 
looking roughly in the direction of the departing couple, and it is reasonable 
to suppose that it may be one or both of those two whom she is looking for.
Another, very brief, moment of importance occurs later in the same ballet, 
when the interaction of some of the central characters is set against the 
backdrop of the party 'in action', as it were (Example 16). Two couples are 
dancing; Caroline and the Man She Must Marry have also been dancing 
together in this group, but as the latter two pause briefly, the Episode enters 
and, seeming to hear her, the Man turns towards her. In that moment 
Caroline takes the opportunity to escape, as the Episode also leaves again, 
having seen the Man and Caroline together. The Man is left alone, turning 
back to look for Caroline, who has now also gone. This happens within the 
space of two bars, as the other guests dance on, as if oblivious, underlining 
the sense of isolation of the protagonists, trying to keep up appearances 
within the formal party setting.
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Setting is also clearly established in the opening bars of Pillar (Example la-e), 
as it is in Tardin, although here it is given more time to unfold. Hagar is seen 
as the curtain rises, sitting on the step outside her own house, watching 
various characters passing by. Like Caroline, Hagar has an evocative gesture 
before any further action occurs, and which clearly indicates a character of 
significance and depth. Again, it is a gesture which could be read as an 
attempt to reassure herself, by making physical contact - sliding her hand up 
the side of her face, in this instance. The sliding movement continues into an 
arch of the body, however, and the fingers are awkwardly splayed, 
suggesting extreme tension. ^
During this opening section, characters enter and exit, showing the make-up 
of the town. Firstly, two Lovers-in-Innocence walk on, hand in hand, the girl 
later resting her head on the shoulder of her partner, before they exit. Two 
Maiden Ladies Out Walking enter, with their dipping, halting walk, hands 
clasped in front of the waist, then turning with elaborate care, to pick up their 
skirts and continue progress. There is the quality of respectability taken to the 
extremes of ritual in their unison movement, and although they greet Hagar, 
she turns her face away from them, only to see instead the skirt of her Eldest 
Sister who now approaches. In the meeting between the two sisters we see 
the Eldest Sister's maternal, if restrictive attitude towards Hagar, as she pats 
her hand, encouragingly, or perhaps repressively. There is a similarity here 
with Tardin, both in the example cited above and later, when the Man She 
Must Mairy leads Caroline away at the end of the ballet, patting her hand. 
This physical contact may indeed be interpreted in different ways, and even 
the context allows for several possibilities in terms of the detail of relationship 
between the characters involved.
Relationships in the 'mood' ballets are much different, with a strong sense of 
community support demonstrated towards individuals. Towards the end of 
the fourth song in Dark Elegies (Example 21), one male dancer rises to his feet 
and 'escorts' the solo female, with a protective gesture over her. This is 
picked up by another male dancer in turn, and again by another and another, 
as the female dancer is led around the stage, within the assembled group. At 
the end of this song, the soloist moves out of the centre with backward steps, 
acknowledging, through a slight bow, the four members of the community 
who have thus supported her. The structuring of the movement emphasises
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formality and order, and this in itself contributes something to the notion of a 
supportive community. There are, of course, clear formal patterns of 
movements or positions for groups of characters in the 'story' ballets too, but 
both emphasis and context are significant factors in the range of interpretative 
possibilities suggested.
The sense of fellow-feeling suggested in the above example is also intimated 
at various moments in Tardin aux Lilas. In the section when the Lover is with 
three female guests (Example 12), he joins in with the women in the repeat of 
their unison phrase of movement. His gesture towards them, and their 
response to his moment of despair at the end of his phrase of movement as 
they run to help him rise to his feet, are the clear literal images of relationship 
in the section, but it also contains imagery of a more poetic dimension, for 
example, the 'wishing on a staT phrase at bar 1. This description is indeed 
Tudor's, but one which he, apparently, introduced during rehearsals in an 
early American staging of the ballet to help the dancers find the focus and 
rhythm of the movement (Hunt 1985). According to Tudor, the movement 
itself has no such meaning, but its clear and direct spatial design, coupled 
with the spacing of the dancers on stage, give it the quality of significant 
gesture so frequently seen in Tudor's work.
. A similar moment, in terms of ambiguity, occurs in the unusual intertwining 
of the Lover with two of the women in bars 7-8, one in arabesque penchée, the 
other leaning away, but looking at The Lover through her fingers. These 
moments are hard to interpret, but seem to have the quality of poetic imagery 
which draws the focus in towards the central character or issue, in this case 
the Lover, in a way which suggests possible layers of meaning, or of 
psychological time, perhaps a moment of reflection. How they may or may 
not contribute to the establishment or underlining of setting in a more literal 
way, is hard to discern. Both these examples are further discussed in Chapter 
9.
The closing bars of jardin aux Lilas show, once again, the isolation of 
individuals as they prepare to leave, none having achieved a satisfactory 
meeting w ith another. Amidst the formality of the leave-taking, the 
sympathetic guest demonstrates her compassion for Caroline by leaving in 
tears, comforted by another guest. The Episode remains rigid, and
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unresponsive to Caroline's gesture of farewell. Caroline's final gesture, 
reaching towards her Lover, is prevented by the Man's folding in of her hand, 
calmly but firmly, and he pats her hand proprietorially as he leads her away 
(see above). The Episode brazens it out by taking the arms of two male guests 
with whom she leaves, and the Lover is left alone, finally, back to the 
audience, in a closed, rather twisted position redolent of grief and 
helplessness. All this is set within the context of civilised, respectable people 
saying thank you and goodnight, after an engagement party, and may be seen 
to be comparable with the openings of both this ballet and Pillar of Fire, 
discussed above.
The end of Park Flegies is somewhat different. In the second and final scene, 
'Resignation', the ensemble works very much as a group, with no one 
member more prominent than another (except briefly during the final exeunt, 
as noted above). There are echoes of moments from earlier in the ballet, both 
in aspects of movement vocabulary such as the folk-style stepping patterns, 
and ways in which individuals relate to one another. One example of the 
latter occurs in Example 26, when the male dancers kneel, as if in greeting, 
towards the women on one side of them, and to the women on the other. The 
phrase continues with the men walking round a partner, placing the hand on 
the partner's shoulder, and continuing into a forwards and backwards lunge, 
first seen in the duet in the second song.
The relationship of two individuals to each other is explored in all four ballets 
in different ways. Sometimes it is a fleeting moment, as shown above, at 
other times in the context of a more developed duet.
In The Leaves are Fading, although the whole ballet is built on a series of pas 
de deux without a narrative structure, there are specific moments within 
these which suggest something more detailed about the characters and their 
relationships. G and J, the central couple in the ballet, often seem to be 
dancing for each other, suggested by the way they focus on each other, and 
draw each other into their dancing at different times. Example 8 comes from 
the beginning of G's solo. She begins by focusing on J as she unfolds her arms 
and begins to move across the stage towards him. Although it is her solo, he 
remains on stage, watching her, and occasionally joining in with her. His 
own solo follows hers and, again, his focus is directed towards her, and he
164
Detachment and Involvement : the manipulation o f narrative and musical structure in Tudor's ballets
dances up the diagonal towards her, to pull her into the dance briefly 
(Example 9). This happens again, in Example 10, when J focuses on G, 
dancing towards her in playful manner, and leading her into the dance again. 
These moments draw attention to the dancers as characters standing in a 
particular relationship to each other.
Instances such as these occur frequently in the 'story' ballets, for example the 
moment when the Man She Must Marry loses both Caroline and the Episode 
in His Past (Example 16 above), and again, in Example 3, when Caroline and 
the Episode meet, but the Episode seems almost to push away Caroline's 
extended hand. Caroline regards the Episode as she moves away, evidently 
uncertain as to whether or not a slight was intended.l^
Moments within the context of a longer duet may be seen in this light, too. In 
Dark Elegies, for example, there are several details of relationship made clear 
in the immediate response of one character to another in the second song. At 
Example 9, the female dancer coUapses to the floor, to be joined a beat later by 
her partner. He then raises her up, they run across into a lift and contraction, 
which takes the woman to the floor, after which she is lifted up by her partner 
again. Each time, we see the despair of the woman, and the intended support 
of her partner, in the context of a relationship between two people.
Two more examples may be identified in this same duet. In the first 
(Example 10), the woman again is lifted, and again ends on the floor, kneeling 
this time. Her partner walks slowly round her, placing his hand on her 
shoulder, she placing hers on top {'Don't worry, I'm here' as Bentley describes 
the intended meaning in Cohen, 1963 p60). This phrase of movement 
reappears in the final scene, as mentioned above, performed this time by the 
ensemble and underlining tibe sense of community closeness and support.
In Example 11, the two kneel, facing each other, centre back stage. The 
woman suddenly drops her face in her hands, on to her partner's own hands, 
and again he lifts her out of this moment of capitulation. These moments in 
Dark Elegies are particularly close to those cited above in lardin aux Lilas, in 
terms of a 'condensation of sensations'within the space of a brief moment, when 
illuminating aspects of relationships are conveyed in an instant.
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One-to-one relationships of a very different, but equally illuminating kind 
appear in Tardin, for example between the Man She Must Marry and An 
Episode in His Past. A moment of confrontation occurs between these two at 
Example 10. The Episode's possessiveness is demonstrated in the gesture of 
framing the Man's face, her focus towards him constantly, and also in her 
running towards him, with indrawn breath, after he has tried to push her 
away from him. His ambivalence, or sense of guilt, is suggested not only by 
his attempts to prevent her outbursts of feeling but also in his quick glance 
towards her and away in the opposite direction as other guests, including 
Caroline, now enter.
This relationship is shown in more desperate mode later on (Example 18) 
when the Man and the Episode meet again. Here, the two seem to be rushing 
to meet each other, but when the Man catches the Episode in a lift, it is with 
her body and Hmbs in a horizontal line, evoking a sense of extreme measures 
being taken, and no compromise possible. The Man is forced to catch her, 
because she seems literally to throw herself at him,^^ but their meeting is 
more like a collision of inflexible personalities than of lovers.
The Leaves are Fading, as mentioned above, is constructed around a series of 
pas de deux, but, within and amongst these, there are some specific moments 
which seem to carry something more intimate or detailed about the 
relationship of the two characters. In Example 17 the interaction of one of the 
solo couples is shown. Firstly, it is in their dear focus on one another as they 
dance with shared movement, but then the boy moves away from his partner, 
turning his back on her, also, as if lost in thought. She follows, quickly, even 
anxiously, to coax him into the dance once again. It is a momentary doud, 
but another brief flash of illumination in terms of their relationship to each 
other; the boy's immediate response to his partner again suggests that 
perhaps he was teasing her anyway.
In Dark Elegies, as discussed above in relation to the manipulation of focus, 
there are a number of occasions when the soloist 'addresses' the ensemble in 
some way. In the third song, the solo male dancer 'addresses' the group with 
a circular gesture of the arm towards them (Example 14), and a similar phrase 
suggesting the addressing of the group by a soloist occurs in the fourth song 
(Example 18), although this time it is focus and the direction of movement.
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rather than a single gesture, which make the point. Similarly, at the 
beginning of the solo in the fifth song (Example 22), there is another instance 
of the soloist addressing the group. In this case, the male soloist directs his 
focus to different members of the group as he performs his first stepping 
pattern in front of them. In all of these, then, it is the individuaks relationship 
to the community itself, rather than to another individual, which is 
highlighted.
In Pillar of Fire (Example 2), the magnetic pull of the House Opposite, its 
fascination and horror for Hagar, are shown in the way she drags herself from 
the house, having firstly been drawn to it, stretching out her arms on the 
window as if trying to embrace it. So the relationship of individuals is 
extended to the relationship of Hagar to particular houses. Throughout the 
ballet she returns, as if to a safe haven, to her own house doorway, and the 
House Opposite comes to represent much more than bricks and mortar, and 
to be the focus, almost, of Hagar's desperate attempts to liberate herself. She 
sees characters inside the House, and coming out of it, at different times, and 
the instrument of her catastrophe comes from, the House, but it is indeed at 
least as much because he comes from the House, as for any particular 
qualities pertaining to himself as an individual, that Hagar is fatefully 
attracted. Each House then, may represent people in Hagar's mind; her own 
house as familiar and safe, but repressive, the House Opposite as unknown, 
threatening, but at the same time exercising a strong fascination.
The magnitude of the divide between Hagar's respectable home and the 
House Opposite is made apparent when Hagar clings to her doorpost, while 
the Young Man from the House Opposite poses provocatively in front of his 
own (Example 2). This underlines the importance in the ballet of the 
dwellings themselves and what they represent; it also amplifies the sense of 
abandon later, as Hagar allows herself to be carried over the threshold of this 
other place.
In all the examples cited above from the 'story' ballets it can be seen that in 
the detail of relationship between individual characters the isolation, or 
difficulty which those characters are experiencing, is brought out in stronger 
relief. In the 'mood' ballets, this is not normally the case, because it is not the 
relationship in which characters stand towards one another which is the cause
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of the situation. Instead, when individual characters do seem to relate 
specifically to others, there is the sense of shared experience, support, a 
community united. There are occasional exceptions, of course, and these 
almost invariably occur in Dark Elegies, which is the most persistently 
difficult to characterise.
In all these examples from Elegies, it is clear that the way in which the 
relationship between individuals is expressed is different from that in the 
'story' ballets. If the relationship is clearly one-to-one, as in the second song, 
for example, then aspects of that particular relationship will be taken up to 
reappear later expressed in terms of the group experience, rather than the 
individual experience only. This is also the case in the fourth song, in a 
slightly different way, as the soloist is consoled by a series of group members 
in the same pattern of movement. At other times, the soloist frequently 
relates to the group, in whole or in part, as in the third, fourth and fifth songs.
The brief moments in Leaves are individual to the couples concerned. There is 
a fleeting quality to them which recalls that in Tardin rather than in Elegies, 
bu t it is not the same, even so. Leaves has, overall, a much more 
gossamer-like quality, apparent in the spatial design of movement phrases 
and in the quality of ports de bras, in particular. This may be seen in any of 
the examples cited; the opening of G's solo, for example, encapsulates much 
of this quality. The other ballets all seem to exhibit a deliberation which is 
either due to calculation, or tension and fear, or extreme self-control. The 
relationship of individuals to one another in Tardin is, after all, overlaid by 
respectability and good manners, in Elegies by a sense of ritual arising out of 
the need to cope adequately, and in Pillar by something of both these, 
together with the distortion of fear, shame and repression.
7.4 Community and isolation: celebration and mourning
The notion of community and shared values on the one hand, and the 
individual's dislocation, alienation or isolation from the community on the 
other, is examined next through consideration of movement vocabulary itself. 
The overall range and selection of movement vocabulary which characterises 
each ballet is considered here, while the detail of individual characters'
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movement vocabulary, and the way in which this suggests uniqueness or 
complexity of character is explored further in the following chapters.
Social dance and traditional or ritual dance sources are frequently used by 
Tudor to paint a picture of a community in a particular context, although the 
extent to which this is foregrounded in the choreography does vary from one 
ballet to the next, and within individual ballets. These sources include aspects 
of movement vocabulary itself in terms of action, and the use of formal 
patterns of movement through space or the placement of dancers in space, 
which may also suggest the formal or ritualistic aspect of traditional or social 
dancing.
Dark Elegies perhaps shows the clearest examples of the use of traditional 
dance sources, overlaid with a strong sense of ritual. Movement vocabulary 
used to suggest community includes images of folk-dance which are 
non-specific, but with enough resonances to evoke rather than define a 
peasant community. Examples occur in several songs, including, briefly, the 
first, but appear more to the fore in the third and fifth (Examples 13 and 28). 
The tapping, stepping patterns, sometimes with dancers linked by the waist, 
sometimes performed by a solo dancer, clearly convey the notion of shared 
community life because of their recurrence in varied but related form through 
the ballet.
As well as shared movement vocabulary to express community, there is the 
manipulation of structural devices such as floor patterns, group patterns and 
pathways through space, mentioned above in relation to the direction of focus 
towards individual characters. In Example 1, the six members of the 
ensemble on stage are arranged in a semi-circle facing inwards, and most of 
the soloist's dance takes place within this space, although she initially enters 
from upstage right behind the ensemble. There are numerous occasions 
through the ballet when the ensemble defines the performance area, focus 
inwards towards the soloist, and this in itself underlines the sense of a 
tight-knit, self-sufficient community to which all individuals belong, as well 
as echoing the formal patterns associated with some forms of folk-dance. This 
is also reinforced through the manner in which soloists emerge from and 
return to the group. When they are not taking centre stage for a brief span.
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they are active lookers-on like the others, and there is no difference between 
them.
Although there is little suggestion of similar sources in Pillar of Fire in general 
there is the use of strong, clear formal patterns of dancers in the space which 
contribute significantly to the development of the theme, as noted above. In 
Example 14, Hagar is the focus of unwanted attention, as the community 
gathers round her in a semi-circle, and the Eldest Sister exhorts her to pull 
herself together and keep up appearances, after the shock of Hagar's recent 
experience in the House Opposite. This is a clear example of the community 
tending towards the isolation of the individual within it; although the 
community is grouped round Hagar in a way which is, in formal terms, very 
similar to corresponding instances in Dark Elegies, mentioned above, the 
context and therefore the reading of the scene are very different. The image 
of a community is common to both, but here it is likely to be seen as critical 
and antagonistic, a means of isolating, rather than supporting, the individual. 
In comparing these two directly, therefore, it may be seen how the image of a 
community may function in different ways, depending on the other 
contextual features.
The formal and symmetrical patterns employed throughout Dark Elegies 
contribute to a sense of order and ritual (see above), both arising out of the 
social setting, and becoming important in dealing with the terrible situation 
the community finds itself in. Examples 25, 27 and 28 illustrate this point, all 
taken from the final scene in which the gentle quality of movement in a 
ritualistic manner seems to support individuals and to suggest a degree of 
hope for new strength in the future. There are other occasions, earlier in the 
ballet, too, for example in the repeated escorting of the woman in the fourth 
song, referred to above. So it may be seen how the clear orderliness apparent 
in Song 1 is amplified by means of ensemble movement in symmetrical 
patterns, as in the final scene, or imbued with a sense of mutual sympathy as 
in Song 4.
There are hints of community social dancing in The Leaves are Fading 
(Example 7), when the dancers are not only in couples, but are also dancing in 
a circular pathway around the stage. The image here is of a community, 
rather than simply several sets of young people in love, because of the unity
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of unison movement. There is a similar example at Example 13, although the 
circular pathway formed is not so much one group pathway as four 
individual pathways which themselves make a circular pattern. The 
resonances are there, nonetheless, although they are not stressed, and can be 
seen to relate to comparable examples in Dark Elegies and Tardin aux Lilas.
A symmetrical pattern of dancing couples occurs at various moments in 
Tardin aux Lilas (Example 11). In this example, however, all four main 
protagonists are amongst the dancers: Caroline with the Man, her Lover with 
the Episode. Caroline, her Lover and the Episode would all wish to be 
partnered differently and, as the other couples leave the stage, these four 
pause, momentarily, and then begin to leave also. However, Caroline and her 
Lover both change direction suddenly at the last moment, and run to meet 
each other, alone. Here it may be seen how the characters in the ballet are 
obliged to conform and maintain the appearance of contentment, but at the 
same time contrive to break away, albeit fleetingly and clandestinely (see 
Tardin Example 5 above).
A separation which becomes isolation is a significant aspect of Pillar of Fire. 
The different movement styles of sub-groups within the community in the 
ballet are demonstrated in the opening bars (Example 1), as Hagar sits on the 
doorstep of her house, watching, and apparently fitting into none of the 
groups, so that she is marked out as an isolated individual immediately. The 
different movement styles are described in the following chapter, but in this 
context it may be seen that, while Hagar clearly does belong in this group - 
she is greeted by the Maiden Ladies Out Walking, for example, and 
addressed by her Eldest Sister, greeted by the Friend, also, although this 
greeting is highjacked, as it were, by the wanton Youngest Sister - she does 
not share enough with any to feel that she belongs, and is shown rather as an 
onlooker. For example, the Maiden Ladies, moving in unison and 
emphasising their own sense of place in society, greet Hagar, but their 
greeting is met with rejection, as Hagar turns away from them, clearly 
unwilling to associate herself with them.
In Example 5, the Lovers-in-Innocence demonstrate their own sense of shared 
experience and values through their danse d'école vocabulary, with which, 
again, Hagar cannot identify at this point in the ballet, and can only watch
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from the sidelines. This time, she does not turn away in repulsion, but 
retreats to the haven of her front doorstep.
There are several instances of couples dancing in unison in The Leaves are 
Fading, which do tend towards the notion of shared experience in relation to 
rom antic or sexual relationships, as well as reflecting a social dance 
dimension. Other dancers, without partners, may show a variation of the 
movement material and thus imply a relationship to the group, rather than 
separation from it. In Example 1 of Leaves, the beginning of the ballet, five 
couples and three girls are dancing. The couples all perform the same in their 
pairs, and the three girls seem to echo the movement; in this case, by gently 
pushing themselves round with one foot stretched out to reach the ground as 
they pivot on the other.
In Example 25 of Dark Elegies, a different kind of communal image is 
presented, in which dancers join, one by one, until all are swept along, as if by 
the power of the storm raging in the song, or whipped up to fuiy by the fury 
of the male soloist who seems to encourage this. Although this has a strong 
dramatic element, both within the individual song and in terms of the 
dramatic progression of the ballet through two scenes, the clear circular 
patterns and diagonal lines employed again evoke the folk-dance factor, 
perhaps also the notion of social order containing potential inner chaos, and 
the importance of the ensemble as a controlling influence when the 
community is stretched almost to breaking point.
The presence of the community as a source of antagonism has been 
mentioned above in relation to Pillar of Fire. In Tardin aux Lilas this is not so 
much the case, at least on the surface, where all is well controlled, and the 
separation of individuals from the community often seems to go unnoticed. 
Because Tardin aux Lilas is set at a party, there are many instances of couples 
dancing together, with or without any or all of the main protagonists. In 
Example 8, mentioned above in relation to the direction of focus towards 
different individuals, four couples are dancing in symmetrical formation 
diagonally across the stage, and Caroline enters, moving through the dancing 
guests with movement of her own. She cuts a path straight through the 
dancers, almost as if quite unaware of their presence, and they, in turn, seem 
unaffected by either her entrance or her exit, as they continue in the dance.
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This is also true of certain moments in Pillar of Fire, however. In both 
Examples 16 and 17, Hagar is with girls from the Lovers-in-Innocence, and 
either stands still, turned away from them, or moves through them as they 
dance with shared movement vocabulary which is not shared by Hagar. This 
again underlines her isolation by contrast, even though there is not the same 
judgmental aspect evident in the example cited earlier.
The dancing couples in Tardin aux Lilas again seem oblivious to the 
individual dramas being enacted among them in Example 16, cited above in a 
different context. Again the constraints of the situation are evident, this time 
working chiefly against the other main characters, the Man and the Episode. 
Following another passage of formal dancing, the Man seems to hear the 
Episode enter, but she, having already seen that he is with Caroline, leaves 
immediately, and, in the moment when he looks round, Caroline herself 
escapes. In this example, as in many other instances in the ballet, it can be 
seen how much meaning can be compressed into a single moment; the 
dancing couples reinforcing the picture of a formal, respectable party, the 
quick glances between individuals who, in this case, miss each other.
In all the examples taken from Tardin aux Lilas, the presence of other 
characters, even though ostensibly sharing a happy occasion, serves in fact to 
throw the difficulty and isolation of the main characters into stronger relief. 
Whenever Caroline, or any of the main characters, join in the formal dancing, 
something happens to separate them from the rest, whether by their own 
choice, or by the actions of another.
In Pillar of Fire the same applies, but in a different form. Here, there is not 
one group representative of the community, but several, each with its own 
movement style (discussed further in the following chapter). Hagar moves 
amongst all these groups at different times in the ballet, but never achieves 
identification with any except that of her own small family (in the 'Family 
Portrait at the beginning of the second part of the ballet. Example 15), and 
here, even, Hagar is fussed over by the Eldest Sister and teased by the 
Youngest Sister and, therefore, made to appear isolated by her difference or 
lack of conformity. Similarly, in Examples 6 and 7, Hagar is shown to be 
alienated not only from the Lovers-in-Innocence but also from those who 
should be close to her, the Youngest Sister and the Friend. The Youngest
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Sister here seems perfectly able to join with the Lovers-in-Innocence, and, at 
the same time, to direct her focus repeatedly towards the Friend, until these 
two do indeed pair up in the dance, leaving Hagar isolated and ignored 
again.
The notion of the whole community as an entity is one which has particular 
relevance to Dark Elegies. In Song 1, Example 5, there is an instance when the 
ensemble joins more actively in the soloist's dance. Although in this first 
song the ensemble is active throughout the first half, and again at the end, at 
this point it is in a different way. As the central soloist rises to full pointe, one 
hand and focus reaching upwards, the kneeling ensemble, arranged in lines at 
either side of the stage, reach backwards, away from the centre, and the 
image is one of extreme tension because of this counter-pull. The dynamic 
quality, and aspects of the spatial design are related in the movement of 
soloist and ensemble, but together they create an image which suggests a 
community stretched almost to breaking point, which could not be expressed 
in the dance of the soloist alone.
Towards the close of The Leaves are Fading the four solo couples come 
together to recreate an image of community. In Examples 20 and 21 the four 
couples who have danced alone are on stage, but dancing now in unison, 
except for a slight variation for G and J which singles them out a little. 
Coming at the end of the ballet, this could be seen as a summing up of what 
has gone before. The fact that G and J are differentiated from the others but 
only in a relatively minor way confirms their status as essentially an integral 
part of the community which is, itself, of central importance ultimately. This 
is very similar to Elegies, but not exactly the same. Not only has the one 
couple achieved greater prominence earlier in the ballet only to rejoin the 
ensemble, but the ensemble itself disperses as the walking woman returns, so 
that it is she who is seen first and last. This is also different from Elegies in 
that this woman is more definitively separated from the group than, for 
example, the first soloist in the other ballet who is the last to leave at the end. 
While the ensemble in Leaves is central through the ballet, it dissolves like a 
fading memory as the focus is drawn in to the solitary woman. It is 
interesting to note that the fact that the structure and movement vocabulary 
combine to separate Z so completely from the ensemble, also forces her into 
prominence, despite her absence throughout the dancing.
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Conclusion
In the 'mood' ballets, the sense of community is strong, particularly in Dark 
Elegies. Although there are individuals within each community, and 
variations in movement vocabulary amongst those individuals, the division 
apparent in Pillar of Fire is less evident; nor is there the sense, to the same 
degree, of individuals needing to break out of and separate themselves from 
the enclosing community. The exception to this comes, again, in Dark 
Elegies, when the woman in the second song does ultimately break right 
away from her fellows and runs off, alone. Otherwise, in both ballets, the 
comings and goings of various characters is peaceful, and seems natural 
rather than desperate.
Shared movement vocabulary is a clear indication of other things shared, as 
noted above in relation to Tardin aux Lilas and Pillar of Fire. The fact that 
individuals cannot easily share this with others, or continually attempt to 
break out of the shared movement, suggests that the community represented 
is, for whatever reason, oppressive to those characters. In the 'mood' ballets, 
this is clearly not the case. It is not the community, the social setting and 
circumstances, which have created a situation to be dealt with. Rather, the 
community itself is an instrument of support and encouragement to the 
individual. This is much more strikingly the case in Dark Elegies, however, 
than in  The Leaves are Fading. Nonetheless, although the sense of 
community is not as clearly defined in The Leaves are Fading as it is in 
Elegies, there are sufficient examples of shared movement vocabulaiy, related 
patterns and so on, to convey the sense of much held in common between the 
dancers beyond their sharing the same space and time for a span.
In each of the four ballets, the structure is developed in such a way as to 
present a single or a multi-faceted perspective according to the theme. The 
focus of attention is drawn either into the experience of a single individual, as 
in the 'story' ballets, or directed towards the group, as in the 'mood' ballets, 
through the cast changes in solos, duos and ensembles, and the extent to 
which any one individual is allowed to develop separately from the group. 
Significant in this presentation of perspective are the relationships between 
individuals in the ballets, and the way in which the individual relates to the 
ensemble throughout.
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In Chapters 8 and 9 the detail of individual characterisation, in the context of 
a community, is looked at more closely, with, in Chapter 8, additional 
consideration of the endings of each of the ballets, and the ways in which 
movement vocabulary is manipulated within narrative and musical structural 
frameworks in accordance with the theme. The usefulness of 'mood' and 
'story' as descriptive terms in relation to the ballets begins to be brought into 
question as the analysis progresses through different stages.
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Notes to Chapter 7
1 The ballets are considered in the light of being either 'mood' or story' ballets in this
chapter, but the large-scale structure of the ballets, being in one or two scenes, 
immediately demonstrates the limits of any such designation.
 ^ See Swift (1990) Tonal Relations in Schoenberg's Verklarte Nacht'.
 ^ Tudor explained (1985, Swedish documentary) that he was concerned with matching
keys and contrasting moods; 'filling in the shape of a ballet' through the individual 
movements of the Dvorak scores.
'G' and 'J' are the descriptions given in the notated score to the central female and 
male characters in The Leaves are Fading. The dancers who created these roles were 
Gelsey Kirkland (G) and Jonas Kâge (J).
 ^ Richardson, R (1985) Future Light unpublished MA dissertation (University of
Surrey); Topaz (1988) Specifics of Style in the Works of Balanchine and Tudor 
(Choreography and Dance vol. 1), Jordan (1993/4) Ballet Imperial (Dance Now vol. 2 
no 4 pp28-37).
 ^ Cf Wittgenstein's 'smilingface' (pl45e), also the following
/  say: '1 can think of this face (which gives an impression of timidity) as courageous 
too. ' We do not mean by this that I can imagine someone with this face perhaps 
saving someone's life...I am speaking rather of an aspect of the face itself. Nor do I 
mean that I can imagine that this man's face might change so that, in the ordinary 
sense, it looked courageous, though I may very well mean that there is a quite definite 
way in which it can change into a courageous face. The reinterpretation of a chord in 
music, when we hear it first into this, then into that key.'
1968 pl44e
 ^ Tudor remarked of this ballet that it concerns the various possibilities in loving
relationships; 'we all know how matvy ways are possible'. (1985, Swedish documentary).
8 This has been shown to be the case in other ballets by Tudor, in Part 2.
9 Tudor (1958) said that in this movement Hagar shows that she is 'subject to all the
inner disturbances man is heir to'.
Maude Lloyd describes the encounter differently
The moment when Peggy van Praagh as the husband's mistress and I as 
Caroline had to meet was...a 'gentle' movement: I repudiated her (because I 
knew she had been his mistress) but this had to be done in a well-bred way; 
it couldn't be rude.
1984pp42-43
The notated score, however, clearly shows that the hint of a slight is made by the 
Episode, who turns her hand away from Caroline's, rather than accepting it. It is still 
a very small movement, nonetheless.
Percival refers to this and other, similar images in the ballet (1963 p25).
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CHAPTER 8
Idiosyncrasy and communality: the delineation of 
character and community in Tudor's ballets
Introduction
The extent to which notions of idiosyncrasy and communality may be 
conveyed through the detail of movement vocabulary is explored in this 
chapter through consideration of Tudor's selection of movement vocabulary, 
and the range of variation amongst characters within individual ballets. The 
enquiry also examines how far the terms 'mood' and 'story' may be useful at 
this stage of analysis, noting further questions which may be revealed in the 
process.
In the 'story' ballets the particularity of characters generates an interest in 
those characters as individuals, they appear in a temporal as well as social
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and historical setting. In the 'mood' ballets, there is more of a sense of a 
meditation on an idea which can exist outside the confines of normal time, 
but which allows for a changing focus bringing different individuals to the 
fore at different times. That is, chronological events do not constrain the 
action or development in the same way. The characters in these ballets may 
still excite sympathy on the part of the spectator, but the sense of urgency is 
less evident because they are, as it were, frozen in one state of being.
The constraints in the 'mood' ballets, then, are not to do with the passage of 
time, but with the range of variation possible within these states of mind or 
experience. In Elegies, for example, although there is a clear progression from 
grief to resignation, this progress is something inherent in the given situation, 
and it does not depend upon any specific series of events or chronology. The 
same can be said of Leaves to a certain extent. In this case, memories provide 
the material and, again, the amount of actual time involved is not significant, 
and changes and variations are not dictated by external events or a delineated 
hme-span. However there is not the same sense of progression as there is in 
Elegies. What is presented in each case is not a narrative which exists by 
definition within a certain time-scale, but a meditation on, or abstraction of, 
aspects of human experience. 1
It seems that in the 'story' ballets, the spectator is drawn in much closer to the 
specific experiences of a fully developed character, and that this is consistent 
through the ballet, so that other characters are drawn in less detail, and 
command less commitment of sympathy on the part of the spectator. The 
movement vocabulary of these central characters is not only differentiated 
from that of others, but also includes the notion of progression through 
different states. This progression is focused in one character rather than 
spread amongst a group.
In the 'mood' ballets there is a sense in which all the characters are drawn 
with less detail; a sketch, rather than a finished portrait. This is because, 
while characters in these ballets may be given very revealing solos or duos, 
for example, these are not then built upon to develop a fully rounded 
character (as mentioned in the previous chapter), but express - albeit very 
powerfully sometimes - one side or facet of that character. The other 
characters in the 'mood' ballets will also express one aspect of a personality or
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an individual way of responding to a given situation, and together the whole 
cast presents a multi-faceted mosaic picture.
It follows, then, that in the one kind of ballet, a compassionate attitude 
towards the human condition and common human experiences seems to be 
demanded, and in the other, a compassionate attitude towards the unique 
individual, and the value of the individual life. This may still hold true even 
though in lardin, for example, while Caroline is certainly the central figure, 
there are others - in particular An Episode in His Past - about whom one 
m ight feel concerned in some way because her own personal drama is 
indicated in the ballet, to the extent of her appearing to dance alone as well as 
in partnership with her one-time lover. In the 'mood' ballets, the structural 
device of having the same dancer begin and end the dance is not allowed to 
draw too much significance to that dancer. In Elegies, the first soloist has her 
solo, but thereafter is part of the corps, until the final moments. This has been 
discussed previously, and the significance it seems to have in the context of 
the whole ballet. ^  It is a little similar in Leaves; the walking woman may well 
be the whole raison d'être of the ballet, but she never appears except at 
beginning and end, so as an individual personality she is not allowed to 
develop, although she is clearly separate from the rest of the ensemble. All 
the time, attention is re-directed towards the underlying mood rather than the 
unique experience. In the story ballets the reverse is the case; one is 
constantly being drawn back into the unique experience of the central 
character.
In this chapter, the four ballets are discussed in terms of the range of 
movement vocabulary given to each, with reference to variation amongst 
individual characters. Each character, or group of characters, shows 
movement material which is unique to that character or group but, while in 
some cases this material is developed only within the context of a single solo 
or duet, or as recurring ensemble work, in others it is manipulated as part of a 
longer development through the ballet as a whole. Both these approaches are 
evident in all four ballets, but the balance is different in each according to the 
demands of the specific theme. In order to identify the idiosyncratic features, 
it is necessary to characterise the overall movement style of each ballet, with 
reference to recurring motifs, variations of material between different groups, 
and so on.
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In pursuance of this, each of the four ballets is considered separately, and this 
is followed (in Chapter 9) by further scrutiny of examples from all four ballets 
which may be related thematically within the one ballet or in terms of 'family 
resemblance' across the four.
The 'mood' ballets are examined in terms of characteristic features across each 
work, and examples of variation are examined within this context. The 'stoiy' 
ballets are considered both in terms of their identified stylistic features and in 
terms of the distinctive style of each character or group. This difference in 
emphasis arises because of the relative significance in thematic terms 
(demonstrated in the previous chapter) in 'mood' and 'story' ballets, of the 
individual character or group.
8.1 Dark Elegies
Outline structure of Dark Elegies
Cast: Women: W H C A R S E K  
Men: Z J D B
Scene 1: Lamentation o f the Bereaved
Song 1 Female soloist with ensemble (6):
1.1 Solo (W) with group (A H  KE RS )
1.2 Solo
1.3 Ensemble
The soloist's movement is characterised by a sense of extreme self- 
control, demonstrated in the upright carriage of the body, and the 
clear, direct gestures which are contrasted with and set against 
occasional sudden capitulations or very small movements suggesting 
strong feelings almost breaking out.^
Song 2 Duet with three corps watching:
2.1 Duet (HZ)
2.2 Ensemble: gradual involvement of more cast
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In the duet the different inflections of each character's movement 
allows for some dramatic development in the relationship between the 
two. There is much shared movement, whether performed in unison or 
mirror form, but this is counterpointed by, for example, the repeated 
collapse of the woman, and the supportive, protective actions of the 
man throughout. A t the end of this song, the man remains with the 
community, while the woman flees (Example 12).
Song 3 Male soloist with ensemble (6):
3.1 Ensemble: folk influence
3.2 Solo (J)
3.3 Ensemble: folk influence
3.4 Solo! trio
3.5 Ensemble: gradual involvement of full cast
The soloist is very much integrated with the ensemble and, indeed, 
only emerges as a soloist part way through the song. His movement 
material is closely linked to the folk-style of the ensemble, but is 
developed through leaps and turns and a few idiosyncratic movements 
which introduce a distinctive flavour to the solo. He, also, returns to 
the ensemble at the end of the song.
Song 4 Female soloist with ensemble (full cast):
4.1 Solo (C)
4.2 Ensemble: gradual involvement of some cast; 
men escorting soloist
The soloist tends to move more freely through the performance area 
than the previous soloists, with open movements and gestures of the 
arms and legs in particular. Her relationship to the encircling 
ensemble is outlined in Chapter 7. She reacts differently from the 
second woman to the proffered support of her peers, showing herself 
able to accept that support and to return to the ensemble at the end of 
her solo.
Song 5 Male soloist with ensemble (full cast):
5.1 Ensemble
5.2 Solo (D)
5.3 Ensemble: gradual involvement of all dancers
The final soloist, like the third, emerges only after a period of ensemble 
dancing with a strong folk-dance flavour. His movements are
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considerably more emphatic, strong and direct, however, moving 
through the space, using weight into the floor in a positive manner.
The material derives from the folk-dance style of the ensemble, but is 
developed and given a more assertive, even aggressive character.
Scene 2: Resignation
5.4 Ensemble
The final scene includes slow gestures, formal and orderly patterns of 
simple comradely movement through space. The dancers leave, led by 
Song 2 woman. Song 1 soloist repeating opening phrase as last dancer 
to leave. The scene is very calm in mood and dynamic (see below).
The identifiable 'style' in the choreography of Dark Elegies is evident in a 
particular range of movement material which characterises the ballet as a 
whole. There are variations, as well as linking relationships, between 
individual songs, so that each song creates a distinctive mood or atmosphere 
within the overall framework. Characteristic features include the distinctive 
carriage of the body and head, the use of weight into the floor, defined or 
gestural movements of the arms and hands, the articulated contact of the feet 
with the floor. Individual movements which are 'unique' to a character are 
frequently distinguished by the isolation of body parts or a focus on specific 
body parts in the movement; for example, arms, hands, head or feet; 
suggesting the notion of 'family resemblance'between movements which may, 
in other respects, be widely disparate.
Each solo or duet has its own mood or atmosphere. The dancers who come to 
the fore briefly exhibit individual characteristics or inflections, in the detail 
and structure of their solos or duet, which contribute to this.
A characteristic arm position in Dark Elegies is one in which one or both arms 
are folded around the head. In its various forms (and it appears in every song 
in some guise), this gesture may suggest a deliberate 'holding in' of self, or a 
need for reassurance or even on occasion, a desire to hide. It is first seen in 
the opening phrase of the ballet (Example 1), in which context it contributes to 
the picture of containment and self-control; a 'stoic', as Hall (1980) suggested.
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It appears again towards the end of the second song (Example 12), and is the 
basis here of a different movement idea. The woman is lying on her back on 
the floor with both arms folded round her head, and is now lifted by two 
other men who have joined the woman and her partner. Her body remains 
rigid, and she moves only her head from side to side, until she is lowered, in 
the same position, to her feet. She then runs round the periphery of the 
performance area, outside the other dancers, and eventually runs off-stage. 
This is markedly different in tone from the deliberate self-control of the first 
soloist, and sets the woman apart: physically apart, in terms of her separation 
from the ensemble, and psychologically apart in terms of her apparent 
inability to communicate her feelings to them, and her need to run away.
In Song 5 a similar image recurs in the male soloist's dance shown in Example 
22. In this passage the familiar gesture of arms wrapped around the head is 
seen only momentarily, and the arms are soon flung away from the body in a 
manner unlike the reserve or control of previous soloists, underlining the 
notion of an individual different from, although connected to, the others 
mentioned.
Images of folk-dance run throughout the ballet (as they do in the other 'mood' 
ballet. The Leaves are Fading), and especially characterise the movement style 
of the third song, both in the ensemble dancing which begins the song, and in 
the soloist's passages which develop this. The terre-à-terre articulated 
footwork, and the held arms and body are features of this and, again, links 
can be discerned between this and the first song (Examples 3 and 13). This 
characteristic appears in a differently varied form in the fourth song, at 
Example 20, which is in many respects similar to a phrase in Song 1 in terms 
of footwork, rhythm and use of arms, but which is performed more 
consistently on full pointe, without either pHé or lowering the foot to the 
floor, thus giving a more lifted, less weighty quality. Folk-dance influences 
appear also in the fifth and final song, as mentioned in the previous chapter.
The stepping pattern of the opening phrase of the fourth song with changes of 
direction to face different groups has resonances of folk-dance in its 
simplicity. It has a similar clarity of line and shape to opening phrases of the 
first and third solos, for example, and provides further links to these songs in 
the fact that, as in the first song, the dancer is in profile; as in the third song.
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she seems to address the group. Her arms are quiet, at her sides, as so often is 
the case throughout the ballet.
Other characteristics of movement vocabulary in Dark Elegies include some 
use of realistic gesture, as noted in Chapter 4, specifically the moment when 
the m an places his hand on his partner's shoulder in the second song 
(repeated in the final song with four couples). Other instances of realistic 
gesture occur or are hinted at, for example the woman dropping her face on 
to her partner's hands, also in the second song, and the 'escorting' of the 
woman in the fourth song. These examples are somewhat abstracted from 
'realistic gesture', however, and they are considered in relation to the manner 
in which individual characters 'make contact' with each other, in Chapter 9.
Danse d'école is not strongly in evidence, with only the use of pointe-work 
for the three solo women being the clear concession, although arabesques and 
jetés, deriving from danse d'école, are evident especially in Songs 1 and 4. 
Maude Lloyd's remark, quoted in Chapter 4, is illuminating in respect of the 
use of danse d'école and 'modem' dance in this ballet.
8.2 The Leaves are Fading
Outline structure of The Leaves are Fadim
Cast: Walking woman: Z
Gi r l s : MA NKE F B HG  
Boys: O R W  S CJ
1. OpeningWalking woman (Z); five  couples (K,R;
A,0;M,W;C,N;S;H) plus three 
girls (E,B,F)
The Opening section sets the basis of the movement style when the 
walking woman (Z) appears, followed by the gradual entry of the girls, 
whose movement material, quiet and flowing, slowly develops from 
walking towards danse d'école, until the boys appear to join them.
2. Ensemble Five couples plus three girls (as above.
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3. Pas de deux Two girls (N F); two couples (0,M;H,W).
The duet for two girls (N F) is characterised by quick, but precisely 
rhythmical, steps, jumps, relevés and turns which the two dancers 
perform sometimes in unison, hand-in-hand, sometimes with a mirror- 
image effect within the phrase of movement. There are two couples 
standing watching, and there is, additionally, some interplay between 
all of the dancers, as the two girls sometimes appear to be flirting with 
the boys, with the other girls trying to win back the boys' attention.
4. Pas de deux Girljboy (H,W)
The duet is characterised by long, flowing phrases, in calm and 
intimate mood as the dancers move together through the space with 
much contact between them.
5. Peasant dance Ensemble: characterised by folk-style
6. Solo Girl(G)
G's solo flows and skims through the material which, while still being 
clearly based in danse d'école, is so structured as to remove or disguise 
any of the normal modes of 'preparation', for example, for a pirouette 
or a jeté The movement is characterised by 'breath rhythms'.^
7. Solo Boy (J)
J's solo is based on the European folk-dance idiom of the earlier 
'Peasant Dance', in terms of rhythm, shaping of the phrase, use of 
parallel alignment of the legs, swinging movements of the arms, and 
the use of weight into the floor. There is also some interaction in both 
these solos between J and G as they each watch each other, and 
occasionally are drawn into the dance or (in the case ofG), lifted out of 
it again.
8. Pas de deux G and J
The duet, like G's solo, is characterised by breath-like rhythms and 
phrases, with an ebb and flow of dynamic and speed throughout, and a 
rhapsodic aspect overall.
9. Four couples E,C;K,R;B,S;H,W
10. Pas de deux Girllboy (M,0)
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The duet is gentler in tone, and characterised by rocking, undulating 
movements, as the dancers move across the stage together, keeping 
close for the most part, with lifts and supported turns.
11. Pas de deux Girllboy (E,C)
The duet is quite different, including quite distinct changes of mood, 
from lively to lyrical and back again, and with an underlying tension 
evident in isolated moments.
12. Solo couples E,C; M,0; H,W; G,J: gentle, meditative
13. Closing Reprise of opening music; gradual exeunt
Like Dark Elegies, the final moments of The Leaves are Fading are
calm and tranquil in mood (see below).
As in Dark Elegies, there is, in The Leaves are Fading, an identifiable 
movement style which is shown through the shared vocabulary of all 
dancers. In this ballet, the basis is much more clearly danse d'école, in terms 
of the lifted carriage, free and soft ports de bras and cambré, combined with 
stretched feet and legs, usually in turn-out, and with choreography arising 
out of recognisable ballet vocabulary. Even the one non-dancing character, Z, 
who merely walks across the stage at the beginning and at the end, moves 
with an easy grace associated with danse d'école.^ Nowhere is there evident 
the sense of weight into the ground, or the 'held' arms and torso characteristic 
of Elegies and, in a different manner. Pillar of Fire.
In comparison with Elegies, in which the 'carving out' of strongly articulated 
spatial patterns is a key feature, the movement style of Leaves emphasises 
lyricism and flow, and continuous movement through space in 'singing' 
phrases. While this may initially seem to blur distinctions between 
individuals because images tend to dissolve as soon as they are formed, it is 
also significant in the suggestion of memories, which may indeed be fleeting, 
but which may also, from time to time, crystallise into something specific and 
evocative.
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In both, there is the use of folk- or social-dance imagery in group shapes and 
patterns, and in individual movement ideas. This functions in a similar way 
in both ballets, too, in terms of suggesting a shared culture, a sense of 
community, and a reason for the dancers being together at all. However, in 
Leaves, the music plays a particular part in this, because the strongest images 
of folk-dance occur when the music itself is most strongly evocative of 
Central European dance rhythms and forms, lending force to the argument 
that Leaves is, in some senses at least, 'about' its music. ^  In Elegies the 
influence of folk culture in Mahler's music is less immediately apparent, 
although undoubtedly present, and the folk images in the dance are more 
evenly spread through the whole ballet, especially in terms of group shapes 
and patterns.
Another factor which contributes to the impression of less individuality 
among characters in Leaves is that there are longer periods of ensemble 
dancing without either solos or duets. Although there are, in fact, three solos 
and four duets in the ballet, this is a smaller proportion over thirteen sections, 
than in Elegies, where the four solos and one duet are spread across only six 
sections, and five songs, altogether.
The large amount of shared material, usually in ensemble work, and 
frequently including unison partner-work, gives rise to the notion of a 
community of people who have much in common, while the moments of 
'crystallisation', whether in solo, duo or ensemble, contribute to the sense of 
the presence of the individual life or memory.
Like Dark Elegies, the duets in this ballet each have their own underlying 
mood, influenced to a significant extent by the music, and this gives rise to 
notions of character while not developing these beyond the scope of each 
single section. All but the first of the duets are male-female but, again, each 
duet (except that of G and J) comes to the fore only briefly, before being 
subsumed more or less into the ensemble again.
The use of folk-dance imagery in dance and music is most strongly apparent 
in the dance of the boys, whether in ensemble or solo, towards the middle of 
the ballet. The fifth section, for example, is termed 'Peasant Dance' in the 
score, and this is indeed the flavour of both dance and music, with its
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strongly articulated three-in-a-bar metre which is matched by earthy, 
rhythmic stepping patterns, jumps and turns for the male dancers who begin 
the section.
Within this section is a solo for one of the boys, and his movement derives 
clearly from the folk-inspired movement of the rest, while developing it into 
somewhat more complex patterns (Example 6). Interaction with the watching 
dancers at the periphery is apparent here, too, as the dancer moves towards 
and away from one of the standing girls, looking at her as he goes. Despite 
the movement being more developed in this solo, it does not suggest 
anything more than youthful high spirits and perhaps an element of showing 
off to his friends, because the overall mood is the same, the steps being rooted 
in the musical rhythm and dynamic, and without any significant variations. 
J's solo (Section 7) is also very much in the folk idiom of the boys' dance 
earlier on; close to the ground, swinging arms from side to side, and so forth. 
It is also very rhythmic, but again, like the other boy's solo, more complex 
than the group dance (Example 9).
In considering the 'mood' ballets it can be seen how, from a basis of shared 
movement vocabulary, individuals demonstrate their uniqueness through 
particular variations of or developments from that vocabulary. At the same 
time, because of the structure of these ballets, this uniqueness is not itself 
developed to a great extent, so that the focus remains with the community as 
a whole rather than the individuals within it. In the 'story' ballets, on the 
other hand, again because of the structure, certain individuals are given 
considerable prominence, and become the m ain focus of attention 
throughout.
8.3 Jardin aux Lilas
Dramatis versonae
Caroline 
Her Lover
The Man She Must Marry 
An Episode in His Past 
Guests
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In both Tardin aux Lilas and Pillar of Fire the basis of shared movement 
vocabulary is danse d'école, extended and developed through the use of 
different kinds of gesture, much of this relating to 'natural' or 'realistic' 
gesture, that is, taken from gesture which can be related to the movements of 
human beings in everyday life. There are, as has been noted, other varieties 
of movement which do not easily fit into this category but which, nonetheless, 
seem to embody gesture-like qualities and to function in a similar way. These 
are considered in Chapter 9 (Family resemblances: aesthetic qualities in 
Tudor's ballets).
In Tardin aux Lilas, much of the ensemble dancing can be seen to relate to 
social dancing, in that dancers dance together in male-female couples, often 
creating symmetrical patterns in lines or circles (Examples 8,11 and 15). This 
is appropriate to the setting, of course, since it is a party. Although the 
various guests may have certain movements which are individual to 
themselves, this is not stressed or developed in any way to make them stand 
out as particularly significant characters; they do not, for example, have solos 
or duets alone.
The four central characters, on the other hand, both show individual 
movement styles, and dance alone, with the exception of the Man She Must 
Marry. His movement style is more emphatically different from that of the 
rest, however, in that it is almost entirely constituted of mime and gesture, 
with only partner-work and the same 'social dancing' as the others guests to 
base it in danse d'école.
While being of central importance dramatically, the Man's character does not 
exhibit different facets of personality, nor does it appear to develop or change 
to any great extent through the ballet. The only significant moments of 
'dance' rather than mime occur during social dance sections when he is one of 
the group. In his duets with the Episode in His Past, it is she who takes the 
initiative in terms of moving towards and near him in such a way as to oblige 
him to support her. His movements here are therefore functional, and the 
accompanying gestures of arms and upper body all tend towards angularity 
and an almost two-dimensional aspect. He stands out, therefore, for this 
reason alone.
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Caroline's Lover, while he has more dancing in the danse d'école mode, and a 
short solo (Example 12), also shows his character, mood and rôle in the 
unfolding drama at certain times through mime and gesture, for example at 
the beginning (Example 1) when he enters briefly, and shakes his head and 
hand, indicating 'No, not now' to Caroline. Other moments are equally or 
even more brief; watching Caroline as she walks away (fig 13), pressing a lilac 
branch into her hands towards the end (Example 19), or simply standing, 
alone, his figure taut and twisted, at the end of the ballet (Example 19).
These are small moments, but, because they are spread through the ballet, 
and show their clear relation to Caroline and his feelings about her, they 
indicate the significance and individuality of this character in comparison 
with the others. The moment of watching Caroline move away from him 
precedes his solo, and is accompanied by an intake of breath - a further 
example of the detail of character and experience being conveyed through the 
most economical of means.
The Lover's short solo (Example 18) is in general more sustained in quality 
than Caroline's, for example, although it does include staccato hops in 
arabesque, reminiscent of Caroline's 'skittering' on pointe (see below). Its 
side-to-side focus tends towards an impression of introversion, there is no 
direct contact with the audience, nor any 'open' movements. The solo ends in 
a kneel, hand to bowed forehead, which is itself a fairly conventional gesture 
of despair, although the overall lack of overt drama or virtuosity prevent the 
gesture from appearing melodramatic. His pas de deux with Caroline, 
however, constitute the major part of his dramatic rôle, in terms of the 
exposition of the relationship and its changing moods through the ballet; 
these are discussed below.
The two central female characters, Caroline and the Episode, clearly 
demonstrate aspects of character and a sense of progression through the 
ballet through the movement vocabulary given to them.
The movement style of the Episode demonstrates a directness and strength in 
action and pathway which suggests a degree of self-confidence, although as 
the ballet progresses this becomes more desperate in tone, especially in her 
duets with the Man. There are details of realistic gesture which contribute to
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the depiction of an individual, and other, less easily interpretable actions, 
which offer poetic insights into her character. An example of detail in the 
Episode's individual movement style which has little specific meaning but 
which allows for certain resonances making her character both complex and 
interesting, occurs immediately after her meeting with Caroline. She turns to 
leave, stepping on pointe but in pHe, and sweeping her arm across and out, 
like an exaggerated fanning movement (Example 3). This has no immediately 
obvious significance, in the way that her previous gesture to Caroline could 
be said to have (her turning away of Caroline's proffered hand, described 
above), but it is in keeping, perhaps, with the overall movement style ascribed 
to her, in the same way that this could be said to be true of various moments 
in Elegies and Leaves. There are similar instances at other times and for other 
characters in Jardin, and also in Pülar, and these intriguing moments are 
considered further in Chapter 9.
These three characters take on significance for themselves as individuals 
through their particular range of movement vocabulary as well as through 
their relationship with each other and with Caroline. Caroline herself is, 
however, clearly central in the drama, because all the other relationships are 
developed as a result of her position among them. Her solo (Example 6), near 
the beginning of the ballet, is characterised by a hither-and-thither quality 
arising out of the quickly-changing pathways, the variable rhythmic patterns 
of her steps, and a recurring 'realistic' gesture of agitation and distress in 
which she brushes her forehead with the back of her hand.
At the beginning, and again at the end, Caroline is shown to be dominated by 
the Man She Must Marry, but her relationship to her Lover is the aspect 
developed in most detail through the ballet, and it is in this relationship, and 
in her solo, that her own character is most extensively developed. Each duet 
has its own mood, contributing to a sense of relative complexity of character 
and, therefore, importance in the scheme of things. All the duets include 
some unison movement, suggesting a degree of closeness between the 
characters, but some are calm and tender, whereas others exhibit varying 
degrees of agitation.
The first duet (Example 4), shows the two dancing very closely together, 
apparently absorbed in each other until the arrival of the Episode. At
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Example 7, the Lover catches Caroline mid-pirouette, as they begin another 
duet, and this in itself suggests a close intimacy between them even though 
the duet is very short in duration; again interrupted by the entrance of others. 
In Example 13, the duet following the Lover's solo, there is more movement 
away from and towards each other, although it begins slowly with unison 
movement and a lift, Caroline looking down on her partner. The increased 
movement apart from each other, followed by an embrace and a slow parting 
(as they separate, their hands gradually slide apart) as others enter again, 
suggests other aspects of yearning and regret.
Towards the end of the ballet, agitation and even desperation are evident, 
marking the prelude to the dénouement, in which time 'stands still' briefly 
before the inevitable resolution. Caroline and her Lover's duets have shown 
very different moods, developing the notion of significant characters with a 
past and a future.
8.4 Pillar of Fire
Dramatis Personae
Hagar
The Eldest Sister 
The Youngest Sister 
The Friend
The Young Man from the House Opposite 
Lovers-in-Innocence 
Lovers-in-Experience 
Maiden Ladies Out Walking
The basis of movement vocabulary in Pillar of Fire, as in Tardin aux Lilas, is 
danse d'école, extended and developed through the use of different kinds of 
gesture. In Pillar of Fire a different movement style is developed for each 
character or group of characters, and the distinctions between these are 
particularly clear in this ballet. This is due to several factors. Firstly, there are 
several individual characters whose individuality is significant in the 
unfolding of the action; similarly, there are three groups of characters to
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whom the same applies. Secondly, there is the notion that the action of the 
ballet is being presented as if through the eyes of Hagar, and her anxiety and 
insecurity lead to a more extreme, black and white view of things and people 
(the relationships of the different characters to Hagar and her perception of 
them is discussed in the previous chapter).
Through the ballet, the movement vocabulary of most of the individual 
characters and the groups remains very much the same, with no significant 
variation or development. By contrast, HagaPs movement style does vary at 
different stages in the ballet and, at the end, develops significantly in style - 
becoming increasingly close to pure danse d'école, and losing its tense, 
gestural aspect and sometimes heavy quality in the process. The Friend, too, 
is allowed to develop in movement terms towards the close of the ballet, 
having had little individuality up to this point, beyond a fairly neutral 
combination of non-virtuoso danse d'école, gesture, and plain walking 
movements.
The basis of danse d'école is most clearly apparent in the movement style of 
the Lovers-in-Innocence, as discussed below, although they also show 
elements which characterise them differently from the others and which 
create a significant linking thread with Hagar herself. (This is also discussed 
in Chapter 9.) When the first two Lovers-in-Innocence appear at the start of 
the ballet, however, their movement is simple walking, hand-in-hand, with 
only a single instance of the characteristic staccato gesture included to sow 
the seed of later development, before their movement style settles into pure 
danse d'école.
The Friend's movement vocabulary, while not undergoing such a radical 
transformation as Hagar's, does develop into something more substantial 
during the last part of the ballet. Apart from some short passages of 
partnering the Youngest Sister, he does not dance until this duet, and his 
movement is based in mime, gesture and walking (like the man She Must 
Marry in lardin aux Lilas), as can be seen in his first entry (Example 1), and 
again in Examples 7, 8 and 9 when Hagar, the Youngest Sister and the Friend 
are together.
The other characters in the ballet each have their own movement style which 
remains constant throughout, having been established in the early stages.
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The opening of the ballet. Example 1 (referred to in Chapter 7), shows the 
ways in which relationships are established, particularly with Hagar, in the 
first stages of the ballet. During this section, individual and group movement 
styles are also made clear, as characters enter and leave.
The Maiden Ladies Out Walking, for example (referred to in the score as 'Old 
Maids'), move together in unison, walking with rhythmically uneven steps 
which dip and rise, body held upright and hands clasped at waist-level in 
front, elbows out. This movement is punctuated by a repeated gesture of 
turning with elaborate care to pick up their skirts before proceeding (Example 
la  bars 9,10).
The Eldest Sister's movement style is very similar to this, linking her - 
especially, perhaps, in the eyes of Hagar - with them. Her movement 
vocabulary is more developed, however, and she has her own significant 
gesture of carefully removing her glove (Example Ic bar 18). She holds 
herself upright, as do the Maiden Ladies, but moves more smoothly through 
space, although her various gestures and movements of arms and body, for 
example at Example 15 when she remonstrates with Hagar, are angular and 
direct. Much of her movement is based in gesture and mime, patting Hagar 
(bar 17), greeting the Friend, fussing over the two sisters (Example 15).
The Youngest Sister does not, by her own movement style, fit completely 
naturally into any of the various social groups, although, by incorporating 
aspects from the movement vocabulary of both Lovers-in-Innocence and 
Lovers-in-Experience, she is able to move between these two groups with 
relative ease. Her own movement style is characterised by a combination of 
open, lifted movements, such as a high extension to second, arms wide 
(reminiscent of the Episode in His Past in Tardin), and closed-in movements, 
such as the immediately following movement in this phrase, crossing the 
extended leg over the other, arms dropping to her sides (Example Ic bar 19). 
This phrase continues with little, inconsequential steps which hardly travel, 
and a coy twist of the body in one direction, head in the other. Her style is 
established clearly through this phrase, and much of her subsequent 
movement material relates veiy closely to it; changing quickly from openness 
to twisting and turning. (See also Example 23, as she reacts, with the same 
phrase, to HagaPs humiliating abasement at the hands of the Young Man.)
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Like the Lovers-in-Innocence, the Lovers-in-Experience begin the ballet with 
movement biased towards natural 'everyday' movement, rather than dance 
vocabulary although, once this vocabulary is clearly established, it remains in 
the same vein throughout. The style is less closely based on danse d'école, 
having more extreme use of the torso and of gravity, as for example at 
Example 11. One couple enters, the girl's hands on the boy's shoulders, and 
they move straight into a lift, the girl's body curling over the boy as they go. 
Later, at Example 24, all the Lovers-in-Experience are dancing in pairs, with 
the Lovers-in-Innocence also in pairs, and Hagar moving between them. The 
contrast in styles is particularly evident here, as the Lovers-in-Experience 
slide to the ground, knees splayed and arching back, while the 
Lovers-in-Innocence girls perform chassés relevés with staccato arm gestures.
The Young Man from the House Opposite is clearly identified with the 
Lovers-in-Experience, emerging from the same House and dancing with 
them. He also appears alone, and dances with Hagar, and his own movement 
style is allowed to develop more fully and with a wider range within the 
same parameters.
He first appears clearly as the first Lovers-in-Experience couple, mentioned 
above, leave the stage and reveal him standing there, facing Hagar who is 
twisted away from him (Example 11). He faces upstage, towards Hagar, and 
his first action is six pirouettes, beginning from a parallel position and with 
no arm gestures or specific placement of the foot; all hang straight down. 
This begins the first phrase. It is aggressive in dynamic and rhythm, but does 
not travel through space. This gives a provocative air to the whole, as if the 
Young Man is deliberately drawing attention inwards towards himself, 
directing his focus towards Hagar, as in bar 137, while arm and leg gestures 
extend in a different direction.
The pirouettes, extensions and some leaps and partner-work clearly anse out 
of a danse d'école foundation, but the simultaneous use of parallel placement, 
the sense of weight into the ground (for example the parallel plié on 
half-pointe at Example 12, and various lunges), and the use of the pelvis in 
shifts and tilts (Example 12 ) show developments more akin to m odem  
dance.^ Mime and gesture are rarely separate entities for the Young Man, 
inasmuch as when he appears it is usually to dance (as in the example
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mentioned above and the continuing duet which follows). His movement 
style incorporates what could be read as insolent or aggressive tendencies 
within the rhythmic, dynamic and spatial shaping of the movement phrases. 
The later section in the ballet, when Hagar tries to re-establish contact with 
the Young Man, shows this same combination of movement ideas; danse 
d'école is to some extent 'submerged' in that turn-out is often abandoned and 
there is little evidence of specific steps or movement ideas from the ballet 
vocabulary. Again here, focus is important and is used dramatically to clarify 
relationships (Example 22).
The Young Man's style and personality are encapsulated in his stance and 
gait at various points in the ballet, for example at Example 3 when he first 
confronts Hagar, standing just in front of the House Opposite and elaborately 
drawing attention to his body and his clothes by running his hands down his 
buttocks and thighs, and flaunting the jacket he wears. Again, when he walks 
past Hagar late on in the ballet, pausing to push one foot on to the ball and 
rotate the leg casually before continuing past her. She cringes as he passes 
(Example 26).
Hagar's movement style draws on danse d'école, but with arms frequently 
held stiffly by her sides, or moving in straight or angular lines without the 
classical curve and flow, and with a frequent use of contracted or twisted 
movements and sense of weight into the ground. The use of pointe-work also 
shows this quality of pushing into the ground, rather than lifting away from 
it. Her progression from this awkward style towards a more lyrical and pure 
danse d'école is discussed later in this chapter.
Her awkwardness is encouraged and highlighted by the actions of the 
Youngest Sister, whose free and confident movement style throws Hagar's 
into strong relief, and whose actions, indeed, are sometimes directed at 
making Hagar look more awkward, as, for example, when she pushes Hagar 
towards the Friend, making her fall clumsily in front of him (Examples 9-10).
In Example 7 Hagar is seen to move quickly in zig-zag paths as she attempts 
to join in the dance of the Friend, the Youngest Sister and the 
Lovers-in-Innocence. As they leave, she alone is left, standing in fourth 
position on pointe, swaying backwards and forwards. Her use of danse
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d école here, and at other times in the ballet, is strongly coloured by an 
idiosyncratic blending in of gesture and of taut, held positions of arms and 
body, as seen again in this same example as she performs a pirouette opening 
one arm straight out to the side and ending in a kneel.
When Hagar dances with the Young Man from the House Opposite, her 
movements are generally more extended and dynamically strong, but with 
much use of contraction and twist in the torso, in a manner closer to modem 
dance than ballet, and suggesting, perhaps, her attempts to identify with the 
Young Man himself. At the beginning of this duet Hagar performs a grand 
jeté en avant and is caught, one arm under her thighs (Example 11), by the 
Young Man. Her hands and arms move stiffly and staccato-fashion one after 
the other to her face and then down to her leg, the left arm taking hold of the 
right. Other supported jetés later in the duet show Hagar's arms flailing 
wildly (Example 12).
After her sojourn in the House Opposite, she emerges dancing a repeated 
phrase which incorporates use of pointe-work, parallel alignment of the legs, 
contraction of the body and gesture. Sinking to her knees, she crosses one 
foot over the other and turns to rise on to full pointe in arabesque, repeating 
the phrase and ending in parallel plié, body contracted over forwards, hands 
clasped behind the knees, holding the skirt down (Example 13). This wide 
range of m ovem ent style combining elements of danse d'école w ith 
movements closer to modern dance idioms, is used expressively to show 
clearly the pervasive tension characteristic of her style until the final section.
Consideration of the range of movement styles employed in Pillar of Fire 
shows how these work hierarchically to reveal Hagar as the most complex 
and interesting character, and the one with real potential for dramatic 
development. Other characters tend not to develop through the ballet, with 
the exception of the Friend, although he still remains shadowy in comparison 
to Hagar. It is Hagar, then, with whom the audience must identify, and who 
commands the greatest commitment of sympathy on the part of the spectator.
8.5 A Gentle Unwinding of Passion
At the beginning of this chapter it was argued that, in the matter of 
chronology, the 'mood' ballets seem not to rely on the notion that a certain
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time-span is involved in the unfolding of the subject matter, whereas the 
story ballets, being embodied firmly in individual characters and a dramatic 
scenario, do indeed incorporate a clear idea of passing time.
In all of the ballets, however, the structure incorporates progression towards 
climax, and resolution or dénouement following this and, equally with this 
aspect, the individuality of characters in the 'story' ballets and the community 
in the 'm ood' ballets, are presented through the particular way in which the 
movement vocabulaiy developed in each ballet is manipulated. The interplay 
of drama and music is also, it is argued, of especial significance in these gentle 
unwindings.
The final moments of Dark Elegies involve a gentle procession led by the 
woman from the second song duet, with the first soloist repeating her 
opening phrase as she brings up the rear. The quality of movement in the 
whole of the second scene, 'Resignation', is quiet and calm and, apart from 
these two small instances, no single individual comes to the fore. The dancers 
move through formal, symmetrical patterns with references to earlier 
material, and the ballet ends in tranquillity as the last dancer leaves in silence.
The manner of exit in The Leaves are Fading is similar in dynamic, although 
different in spatial design and movement vocabulary. The four solo couples, 
among whom G and J are differentiated through small variations of material, 
are joined by the other dancers.
In the final moments of the ballet, when all the dancers have reappeared and 
begun quietly to leave, Z enters, holding a flower; she looks at G and J as the 
other remaining couple leaves. They look at her, first G and then J, as G is 
lowered from a lift. G and J step apart from each other, but only 
momentarily; G steps into a pirouette and is caught and lifted by J in the 
swept-back' position, as they then leave. Z continues her meandering across 
and leaves too. G and J have achieved a greater prominence in the whole 
ballet, by being given developments and variations of movement material at 
different times and more frequently than the others.
There is not the same sense of progression towards a new state of being as 
there is in Elegies, however, and this is due to a number of contributory
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factors. Firstly, the dancers movement material is very similar in quality to 
that at the beginmng, whereas in Elegies the initial tension and control has 
been relaxed, and the music moves through its long cadential passage. 
Secondly, the dancers leave in the same direction from which they came; this, 
and the walking woman who frames the action, suggests an ebb and flow 
rather than forward progression through time. Thirdly, and reinforcing this 
view, the music returns to the opening quintet movement.
The 'story' ballets also have endings which gently unwind from the climax, in 
a way which is paralleled in the music itself. In Tardin aux Lilas, Caroline's 
moment of choice which is no choice (the 'frozen tableau', above) is followed 
by the gradual preparations for departure of the guests, while the four central 
characters reaffirm their relationships to each other in the quartet section. 
Moments of individuality emerge as the guests leave, as noted above (the 
sympathetic guest in tears, the Episode taking the arms of two male guests) 
and Caroline is led away by the Man She Must Many, who pats her hand 
(encouragingly? proprietorially?), and only the Lover is left, his twisted, 
introverted isolation the one remaining unresofyed tension.
In Pillar of Fire the final duet of Hagar and the Friend encapsulates the 
resolution of the drama, and other characters, except for brief appearances by 
a single Lover-in-Innocence, are not a part of it.
To begin with, in this final duet, there is still clear evidence of the tension 
characteristic of Hagar thus far; for example, although she runs to the Friend 
and seems to collapse forwards over his outstretched arm, and allows herself 
to be supported and turned, she still covers her face with her hands, not 
focusing on him. As the duet progresses, Hagar's new confidence becomes 
more apparent, as her movements become less angular and taut, closer to 
danse d'école, and she allows herself to respond more easily to the Friend's 
partnering. When he kneels at her feet (Example 29) she is able to embrace 
him from above. The final phrase, repeated several times as the dancers 
move slowly upstage, is gentle in dynamic, and simple in dance terms, 
including a soft lift, a supported turn, the two dancers remaining very close, 
and then a simple walk, the Friend's hands on Hagar s shoulders (Example 
30). This phrase continues as the dancers recede into the distance, behind 
layers of gauze suggesting this, as the music fades and the curtain falls. The
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Simplicity and easy fluidity of this last phrase marks the strongest contrast 
with Hagar's earlier movement style, and indicates most clearly the great 
alteration in her psychological state.
In both these ballets, the 'gentle unwinding' of the drama is complemented by 
a comparable resolution in the music into the major key, after much tonal 
shifting and chromaticism throughout. Both the Chausson and the 
Schoenberg scores present the final cadence in very leisurely, dynamically 
gentle, manner.
Conclusion
In looking at the four ballets in terms of the range of movement material 
given to each, it becomes apparent that the variation between individuals or 
groups in each ballet works within the structural framework of the ballet to 
underline the extent of dramatic development. While individuals in all of the 
ballets may be given movement vocabulary wWch is unique to them, it is only 
really in the 'story' ballets that this movement material is allowed to develop 
and present images of more complex human characters. In the 'mood' ballets, 
there are still individuals commanding attention in a specific way because of 
their uniqueness, but they do not develop through the ballets to the same 
extent. It is, again, a matter of degree; the ending of Dark Elegies, for 
example, suggests certain developments, albeit in a subtle and understated 
way, through the order and manner of exit of the dancers. Similarly, the 
central couple in The Leaves are Fading suggest an element of development 
in the fact of their more frequent appearances, and their late exit at the end. 
However, the contrast between these characters mentioned and the others in 
the same ballet is not stressed or even especially apparent throughout. In the 
'story ' ballets, on the other hand, the contrast between characters is 
established in the very early stages in the ballets. Subsequently, the central 
character or characters show development, in terms of more complex or 
changing aspects of mood and personality, through the development of their 
movement vocabulary, as well as through the larger scale structuring of the 
ballets (see Chapter 7).
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In the following chapter the detail of variation amongst individuals is 
examined from the perspective of comparisons across the ballets, according to 
perceived recurring or related ideas which contribute to the aesthetic qualities 
which may be ascribed to them. In both 'mood' and 'story' ballets there is 
also evidence, referred to in passing in this chapter, of specific movement 
ideas which present strong visual images while not necessarily suggesting 
specific moods or character traits. These movements are also discussed in 
Chapter 9.
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Notes to Chapter 8
The links with 'stream-of-consciousness' in general and Proust in particular become 
apparent again here. Tudor himself described Leaves as 'empty' (Parkas, 1987), 
however.
Richardson, R (1985) Future Light unpublished MA dissertation. University of 
Surrey. See also Chapter 7.
Femau Hall described this character as 'a stoic' in a letter to John Chesworth 1980, 
when the latter was planning a revival (to be staged by Sally Gilmour) in 1980. (1980, 
Rambert Dance Company Archive.)
This is not exclusive to this solo, being, to a considerable extent a characteristic 
feature of Tudor's approach (as noted in Chapter 4), but it is especially evident here.
This is not evident in the notation itself, but the context, that is, the rest of the 
choreography and the fact that the ballet was made for American Ballet Theatre 
presuppose this to some extent, and this is borne out further by performances seen.
Critics have variously referred to the importance of music in this ballet, and the 
relationship of dance and music (Bames, 1976 p26, Croce, 1975 pl71, et al). Tudor 
himself said that he had wanted to use the Dvoràk music for some time (Hynninen, 
in Tudor, 1985); see also note 1 above.
See Chapter 4 Endnote 24 re the perception of 'modern dance' in this ballet.
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CHAPTER 9
Family resemblances: aesthetic qualities in
Tudor's ballets
Introduction
The notion of 'family resemblances' among Tudor's ballets arises in 
consideration of the ways in which points of similarity may be discerned 
between ballets, and between characters in the same ballet, at a level of 
comparatively small detail, and the range of aesthetic qualities which may be 
ascribed to these. In the previous two chapters, the designations 'mood' and 
'story' have been found to offer an effective framework for discussion of the 
ballets in terms of structure, in particular. Qearly, however, there is a 
netw ork of connections between the ballets which prom pts different 
questions, and a different perspective from which to approach those
questions.
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Within the range of movement vocabulary in each ballet there are a number 
of ideas pertaining either to spatial design, rhythmic shaping or dynamic 
inflection (or, indeed, any combination of these) which create links of 'family 
resemblance' across the four ballets. This is in addition to, and apart from the 
more immediately obvious relationships arising out of the use of danse 
d'école, realistic gesture, social and traditional dance sources, modem dance 
and so forth.
9.1 Flight and gravity
A comparison which is interesting and significant in looking at these four 
ballets is between the positive use of gravity, most commonly associated with 
modem  dance, and the upward aspiration of traditional danse d'école. Here, 
it begins to be apparent that to differentiate ballets in terms of their perceived 
subject matter (as 'mood' or 'story' ballets) is not necessarily helpful because, 
even if two or more ballets might be accurately termed 'mood' ballets, for 
example, this does not pre-suppose either that they will evoke the same 
moods, or even that different moods are likely to be evoked through similar 
choreographic devices. The same applies to any consideration of 'story' 
ballets, too.
The two 'm ood' ballets. Dark Elegies and The Leaves are Fading, despite 
holding m uch in common in other respects, exemplify this difference most 
clearly. The quality of free-flowing lyricism characteristic of Leaves, and 
established in the opening ensemble, compares markedly with the overall 
style of Dark Elegies, in which movements are frequently weighted into the 
ground, and dancers fall or collapse to the ground in moments of despair.
One variation on this use of gravity in Dark Elegies appears in the first song, 
at Example 4. The self-control exhibited by this soloist is especially 
highlighted at moments when a 'chink in the armouri is apparent as it is in 
this instance. Here, there is considerable tension shown, firstly in the slow 
contraction of the arms and, subsequently, in the indrawn breath with 
further, stronger contraction of the arms. Immediately following this, a faster 
intake of breath leads to a rapid fall to the floor, face down, arms and legs 
stretched out in a single straight Une. The dramatic speed of this fall could
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^ sudden breakdown of control but, even in this moment of 
extremis , the danceris taut body and limbs maintain the prevailing image of 
deliberately held-in feeling. That this is indeed only a 'chink' is further 
suggested by the immediate recovery of the dancer into a lifted, open 
position evocative of affirmation and determination. I
This is an extreme example of the expressive use of gravity in the ballet, and 
is also an example of the way in which individuals are characterised within 
the overall style, and become significant, even if only for a brief span. Other, 
different instances occur in other songs, and each has variations of the use of 
gravity. For example the woman's giving in to gravity in the first song is 
sudden, extreme, and quickly counteracted, whereas, in the second song, the 
woman is lowered gently to the floor by her partner - a submission, a passive 
response rather than a sudden, apparently forced response (Example 7). The 
m an's collapse to the floor in this song (Example 9) is more like the first 
woman's in that, not only is it sudden^ but it is also quickly overcome. This 
time, rather than simply lifting himself to a position of affirmation, he lifts his 
partner, so one is made aware not only of the logical development or 
variation of material, but also of different layers of possible meaning within 
the whole.
Long, flowing phrases, moving easily through the space as if gravity hardly 
existed at all, are characteristic of The Leaves are Fading, especially of the 
second duet in (H and W, Section 4). The lifts which occur continue the sense 
of flow because of the continuing movement or appearance of movement 
through space, for instance at Example 4, when the girl is lifted by her partner 
and leans down towards him, and again at bar 17-18 when she is lifted with 
her legs stretched forwards.
A later pas de deux, which occurs in Section 10 of the ballet, is characterised 
by a sense of gentle rocking and undulation, again highlighting apparent 
freedom of movement and the lack of strong gravitational constraints, but in a 
slightly different way. This is suggested by the music itself, as weU as by the 
dance phrases performed, for example at Example 14 (music Example xi). 
The lilting quality mentioned in relation to the music is picked up and 
amplified in the dance; for example the opening movements have a swaying.
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lilting shape and rhythm which seem to give further articulation to that 
already in the music.
The two dancers dance closely together for most of the time. There are lifts 
and supported turns, and the gentle dynamic and symmetr}^ of repeats 
suggests both calmness and a floating quality, for example in the first tivo 
bars, then at bars 18,19,20, ivhere, on this occasion, the repeated lift sequence 
makes a rhythmic counterpoint with the music. The phrase immediately 
following, when the dancers face each other and travel diagonally downstage 
with mirrored movements, also does this (cf Elegies duet. Song 2).
G's solo (Section 6), by comparison, is characterised by fast steps and changes 
of direction and, because the jetés, pirouettes and other danse d'école 'steps' 
do not carry with them the usual modes of preparation and resolution, they 
have the appearance of flowing naturally and spontaneously. The sense of 
flight, or the potential for flight, arises in part out of this 'lack' of preparation, 
suggesting a lack of ties or constraints which could inhibit such movement. It 
is interesting to compare this ivith the manipulation of danse d'école in other 
ballets, for example the Young Man's pirouette in Pülar of Fire (cited in the 
previous chapter), which serves a dramatic purpose in the delineation of 
character, as compared with this instance in Leaves which could be seen as 
contributing to an overall mood more than a fully-formed character, 
perhaps. 3 Another pirouette with which these examples may be compared is 
Caroline's at the end of her solo in Tardin aux Lüas (Example 7) when she is 
caught by the Lover. In this instance it is the resolution, rather than the 
preparation, which is treated differently and with dramatic significance.
Although Tardin aux Lilas is, after The Leaves are Fading, the ballet most 
firmly rooted in danse d'école of the four, there is much less evidence of 
images of flight or defying gravity. Such moments as there are tend to be 
fleeting, for example in some of the lifts during Caroline and the Lover's pas 
de deux. Dark Elegies, as has been noted, shows particular use of the force of 
gravity as an expressive device, but in Pülar of Fire there are clear instances 
both of flight and of the pull of gravity, exemphfying the strong contrasts 
evident throughout the baUet, and contributing to the characterisation of 
different individuals and groups.
207
The Lovers-in-Innocence employ a movement vocabulaiy which is the most 
clearly based in danse d'école, not only in the lifted carriage and free flow of 
body and ports de bras without tension, but also in the range of steps used: 
arabesques, jetés, supported wwk. This is consistent throughout, although in 
the opening section of the ballet, when one pair enters, the movement is 
simple walking, hand in hand, in even rhythm. Two boys who enter with the 
Youngest Sister shortly afterwards, show the straightforward danse d'école 
style in a chassé coupé chassé coupé posé jeté phrase across the diagonal. 
Together, these elements set the style for the Lovers-in-Innocence, with a 
sprinkling of idiosyncratic staccato-rhvthm gestures, such as the turn of the 
head in Example 1, and the movement of the hand across the eyes later 
(Example 16). These apparently inexplicable gestures are a characteristic 
feature of the Lovers-in-Innocence, and have no immediately obvious 
significance (see 9.11: Disjunctive images). I\Tiile the open, lifted, free 
m anner of executing danse d'école gives a dear picture of the place and 
meaning of these characters in the theme of the ballet, the strange gestures 
referred to seem to function in a different way. Interestingly, perhaps 
significantly, Hagar echoes this with a variety of staccato gesture of her own 
(Example 18) after moving through the Lovers-in-Innocence girls.
When Hagar is in company with the Lovers-in-Innocence girls, for instance at 
Examples 16 and 17, other contrasts in movement style emerge. To begin 
with, she simply walks among the girls as they dance, but when she begins to 
dance herself her movements are characterised by a much greater sense of 
weight then theirs. At Example 18 her movement suggests an effort to throw? 
off whatever is weighing her dow^n; stepping backw^ards, she turns into 
relevé, leg extended in front, and throws her arms dowm forwards to the sides 
from an angular position in arch back (bar 266). FoUowdng shortly after this 
(Example 19) she performs a series of ronds de jambe, turning, w?hich also 
emphasises contact with and weight into the ground, as w^ ell as presenting a 
rather distracted image in the irregular speed and changes of directional 
focus.
A development of this particular movement idea occurs again when Hagar is 
in company wdth the Young Man and the Lovers-in-Experience, and is trying 
in vain to make contact with the Young Man (Example 21). Again, the rhythm 
and changes of focus, Hagar turning around herself, give it a quality of
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agitation and distress, as well as differentiating Hagar through specific 
movements which are unique to her.
There are, indeed, numerous examples to illustrate the particular blend of 
danse d'école, mime, gesture and movements akin to modern dance in 
Hagaris movement vocabulaiy. The elements of danse d'école are frequently 
m anipulated in such a way as to work against their natural tendency, for 
example the ronds de jambes mentioned above, which would more usually be 
performed in even tempo with the emphasis on outward rotation (a barre 
exercise rather than something appearing on stage anyway), whereas Hagar's 
are rushed, irregular, and with a sense of spiralling in rather than opening out 
(due, in part, to the spiral position of the arms round the body). More 
prominent overall is the use of pointe-work and, again, it can be seen how 
this traditional element of danse d'école is manipulated in different and 
contradictory ways. One example occurs in the phrase cited above at 
Example 13, when Hagar rises, turning, from a kneeling position, directly on 
to full pointe. Not only is this a very difficult movement to accomplish, 
requiring considerable strength and control, but also something of this 
difficulty is conveyed in the appearance of the phrase, as the foot on pointe 
presses down into the floor to enable the dancer to rise, making pointe-work a 
heavy, painful thing, rather than an expression of freedom or spirituality. 
What emerges, therefore, is a sense of weight and gravitational pull rather 
than poise for flight. 4
9.2 Affirmation, restless agitation
While there are numerous images of flight and weightlessness in The Leaves 
are Fading, there are different varieties of a 'lifted', open aspect in some of the 
other ballets, particularly Dark Elegies and Tardin aux Lilas. Some of these 
movements and phrases may display openness but with little movement 
through space, others may travel but without the same degree of lightness 
and freedom of those instances exemplified above. In these two ballets, there 
are times when individual characters seem to be struggling to break out of or 
overcome an intolerable situation and, in doing so, they exemplify individual 
characteristics in the way that they attempt this.
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In Example 4 referred to above in Dark Elegies (first song), the soloist is seen 
to collapse to the floor but immediately recovers into a strong relevé, leg 
extended to second, arms lifted to the side. This is a powerful image of 
affirmation in its openness and dynamic strength, and contributes to the 
notion of a strong personality grappling with immense difficulties. Less 
extreme, but very similar in shape and possible meaning, are some moments 
in lardin aux Lilas. In the context of the theme, these movements and phrases 
may be read both as conveying an affirmation - a belief in herself by the 
character - and a wish to break through the conventions which inhibit her 
plans.
The Episode, for example, appears as a strong, determined character through 
the spatial design and the quality of her movement material. Her movements 
are frequently open in shape, and she moves in direct pathways, whether 
straight lines or circles. She has two solos which demonstrate this; at 
Example 9, she enters, opening each arm widely to the side addressing the 
male guests present. One of these guests attempts to attract her attention 
subsequently, and she gets rid of him by chasing him away, a more assertive 
response than simply leaving herself. Her solo includes wide, straight 
extensions of legs and arms; Example 9 includes chassé coupé posé relevé 
with the leg in second position, posé leg devant, each time with the arms 
extended also in straight lines. Her later solo (Example 14) incorporates much 
more movement through space in general, with leaps and turns, and the 
increased dynamic quality here suggests an increase in determination or 
perhaps desperation.
Affirmation, as opposed to despair, occurs at different moments in Dark 
Elegies, and may be seen as an attempt to break out of the grip of grief and 
bereavement, as mentioned above, and it takes different forms.
During the male solo in Song 3, there are times when self-control seems to be 
the ruling factor, and times when outbursts of feeling appear to take 
precedence. For example, the gestural movements of arms and body (echoed 
in the ensemble) at Example 15, suggest a deliberation both in the repetition 
and in the strongly extended hands during the opening of the arms. At the 
same time, however, the 'quivering' effect, also apparent here, could suggest 
perhaps an inner agitation in check. The close relation of his movement
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material to that echoed by the ensemble underlines the sense of an individual 
within a community, and not only in the context of this song.^
Also in the third Song, Example 16, can be seen an instance of movement with 
a considerably increased dynamic weight and range, as the dancer leaps and 
turns, bending the whole body in different directions. At the same time, the 
spatial design of the movement is clear and apparently controlled; for 
example the arms move in synchrony with each other and the body, and this, 
with the overall curved, inward shape suggests a degree of containment. 
Again, this notion of strong feeling needing an outlet but also requiring to be 
held in check, provides links across the ballet, while at the same time 
allowing for individual expression through variation, not only in terms of the 
shape, weight, flow and rhythm of the movement, but also in terms of the 
way in which movement is structured to present a different range and 
balance of response in each individual.^
A characteristic feature of the fourth song is the amount of movement 
through space, and the broad sweeps of arm and body movements as well as 
open, extended positions. These elements appear generally in much more 
restricted form in the first song, for example, and, in this solo, there is less 
impression of weight into the ground, of being, literally, weighed down by 
grief. The greater freedom of movement through space and the many 
changes of direction suggest perhaps a more restless agitation, a lesser degree 
of self-control.^
The constant use by the soloist in the fifth song of sweeping pathways and 
weighty, rhythmical steps, leaps and turns, suggest an extrovert nature and, 
indeed, in a brief moment of relative calm, the dancer seems to collect himself 
and apologise for his outburst. At Example 24 the score is annotated 'I'm 
sorry I should not make a scene...but I can't help it!' as the soloist makes a small 
bow to the group and immediately sets off again with a series of rhythmical 
jumps, side to side, travelling directly downstage, the jumps growing in size 
as he goes, and leading into further runs and larger leaps. This last phrase 
begins the final outburst of activity as the soloist travels towards different 
individual members of the group, initiating the group dance as the scene 
moves towards its climax. This soloist acts as a catalyst, in the sense that it 
appears that his dynamism finally results in the ensemble being drawn into
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the storm of the song. Again, while it is clear that his movement material 
derives from the common style of movement overall in Elegies, it is made 
individual to him through its particular shaping in spatial, rhythmic and 
dynamic terms, and is the most strongly articulated image of both affirmation 
and restless agitation in the ballet.
9.3 Tension and intensity
Sometimes the particular movement style of an individual or a couple 
suggests a sense of being 'keyed up', on edge, tense or nervous in some way, 
and this is evident most clearly in Tardin aux Lilas and, perhaps surprisingly. 
The Leaves are Fading, although it is infrequent in the latter ballet. These 
moments are not necessarily significantly different from others already 
described, since notions of tension, intensity, restlessness and agitation, for 
example, may be seen as related concepts, perhaps at different points along a 
continuum of emotional or psychological sensitivity.
In The Leaves are Fading, the pas de deux in Section 11 shows quite a 
different mood in dance and music from the two more lyrical male/female 
pas de deux and the central pas de deux for G and J. This is partly due to a 
combination of playful or teasing aspects with a more meditative, flowing 
quality, and hints of tension in the relationship of the two dancers. There is 
also a greater degree of differentiation between the dancers themselves than 
in the other duets (except for those of G and J). The girl, in particular, seems 
to be highly strung and subject to occasional uncertainty and the need for 
reassurance from her partner. He is supportive and attentive, but apparently 
cannot resist teasing her occasionally.
In the gentler, more lyrical section, the two dancers move in unison together 
quite frequently, suggesting their closeness, and the teasing element is 
suggested when the boy then moves away from his partner, as if in private 
thought, and she hurries to take his hand as if to remind him of her presence 
(Example 17). The fact that he immediately, and apparently without 
reluctance, dances with her again, reinforces the idea that it was to tease her 
that he moved away briefly, and not because of any real distance between 
them. There are two instances when the girl turns a piroue^  and is caught
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by her partner (cf other pirouettes referred to earlier in this chapter), and 
turned, facing him, in attitude, her arms in a high 'V' (Example 16), and this is 
a strong image visually which also draws attention to their close interest in 
one another, and his support for her. When they dance apart from each other, 
they have related m aterial which again suggests a harm ony and 
understanding between them, as well as a general liveliness. It may be 
compared with the pas de deux in Dark Elegies, in which the man is seen to 
direct his focus towards the woman and to be supportive towards her, in a 
veiy different context.
Whereas the mood changes described above aU occur within the space of one 
duet in Leaves, in Tardin such mood changes are spread through the ballet, as 
exemplified in the Episode's solos and duets with the Man. The Episode, 
while demonstrating a determination in her open, confident movements at 
certain times, also shows an element of desperation, when this is taken to 
extremes. It is apparent in her dancing with the Man, characterised by 
repeated fast runs towards him, leaping and obliging him to catch her 
(Example 10). The beginning of this shows the Episode taking hold of the 
Man's hands and then turning, in his grasp, to lean back before him, framing 
his head with her arm. When she runs towards him again, after he has almost 
pushed her away, it is with an indrawn breath at first, as if gathering her 
courage, perhaps. When she is lifted by him, her body is held straight, 
horizontal, one arm extended above her head, the other hand grasping her 
elbow; presaging the familiar gesture in Dark Elegies, and suggesting 
something similar in terms of determination, or of a need to control her 
intense feelings.
Her focus is directed clearly towards the Man throughout, despite his 
repeated attempts to turn away from her, and this is developed in a later 
meeting, immediately before the climax (Example 18). The Episode again 
rushes at the Man, forcing him to catch her in her horizontal leap towards 
him and, subsequently, repeatedly runs round him to look at him face to face 
as he continually turns away from her. Tracing her part through the ballet, it 
is apparent that her individual movement vocabulaiy is manipulated both to 
convey a sense of character and demonstrate an escalating desperation as she 
sees her chance of the future she hopes for slipping away. Her final 
movements, as she takes the arms of two male guests and exits with them.
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have more than an element of bravado, following the Man's studied ignoring 
of her during the last farewells.
In the same ballet, Caroline's character is revealed in the solo near the 
beginning of the ballet (Example 6), in which she moves through space with 
indirect, changing pathways, turning this way and that, and seeming to 
'skitter' as she performs little hops on pointe, with a frequently recurring 
gesture of hand to forehead adding to a sense of agitation and distress. In 
comparison w ith the Episode, she seems much less composed at the 
beginning, and her moods change more variously, rather than conveying a 
straightforward progression from one state to another. It could be argued 
that this makes Caroline a more complex and thus more interesting character 
than the Episode, and that this in turn contributes to the idea that it is she 
who is of central importance in the ballet. It also allows for a more developed 
picture of a relationship, that is, between Caroline and the Lover, in 
comparison with the Man She Must Marry and An Episode in His Past.
One of the duets for Caroline and the Lover (Example 17) begins with the 
dancers entering hand in hand, looking from side to side. They stay very 
close, their steps matching quite closely the rhythm of the melody. The duet 
concludes with a series of sissonnes fermées; the two dancers face opposite 
directions (until the end of this sequence) with their arms about each other's 
waists, turning this way and that. The vocabulary is simple, but the 
structuring as a duet and with fast repetition, give it an emotional colouring 
which suggests something of the present experience of the two characters 
who need to hold on to each other. The rising crescendo through sequential 
treatment of melodic ideas reinforces this intensity.
While these two characters literally 'hold on' to each other in the pas de deux 
discussed above, there are other instances in the same ballet, and in Dark 
Elegies and Pillar of Fire, which suggest a need to 'hold on'; usually to the 
character's self-control.
At the beginning of both Tardin aux Lilas and Pillar of Fire, for example, 
Caroline and Hagar show gestures suggesting both tension and a need for 
reassurance. Caroline, standing next to The Man She Must Marry, slides her 
hand down her arm behind her back, in a gesture which is both tense and
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controlled. Similarly, Hagar lifts her hand to the side of her face, and slides it 
upw ards until her whole upper body is arched backwards tensely.^ 
Immediately, each character becomes significant and capable of evoking a 
compassionate response.
In Dark Elegies, the 'held-in' quality is a characteristic feature of the ballet as 
a whole, and suffuses much of the movement vocabulary throughout, 
throwing other aspects into strong relief, such as the examples cited above in 
'Affirmation, restless agitation'.
The female soloist in the first song has been described as a 'stoic' (Hall, 1980), 
and there is, indeed, a sense of strong feeHng being held in check throughout 
the dance. This is suggested initially by the characteristics of the opening 
phrase (Example 1). The position of the arms, and their movement during the 
phrase, demonstrate a physical representation of being 'held in'. At first, the 
right arm frames the head, as the right hand clasps the elbow of the extended 
left arm. As the dancer moves forwards, the left hand grasps the right elbow, 
and slowly both arms are lowered in front of the body so that they end 
crossed at the waist. A development of this is seen almost immediately (bar 
8) when the dancer kneels left, turns the upper body without altering focus 
straight ahead, and extends the left arm downwards, outside the right knee. 
The 'held in ' position is maintained by the right arm clasping the left elbow 
across the body, but there is an increased awkwardness in the twist of the 
body and the uncomfortable placement of the extended left arm.
A recurring feature which frequently goes alongside that of tension and 
control is one in which self-control seems to break down momentarily. This is, 
again, a characteristic feature of Dark Elegies in particular, and has been 
referred to in passing above.^ In the same song (Song 1), another, this time 
tiny movement, betrays a sense that all is not absolutely under control. This 
appears in the group image of a community stretched almost to breaking 
point, referred to in the previous chapter (Example 5). There are clear links 
with earher movement ideas here, as well as an illustration of this momentary 
breakdown in control. In this instance, the extended arm, contact of hand 
with opposite elbow, and the straight line of body and limbs with focus as 
well, all characterise the movement's shape, and its rhythmic and dynamic 
elements are slow, controlled and even, until the sudden chink appears, at
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bar 72, when a small but accented contraction breaks the line and the flow of 
the movement. Again, this moment is immediately followed by the regaining 
of control, manifest in the shared movement with the ensemble, which 
repeats movement ideas from earlier, and which leads calmly and in orderly 
manner to the close of the song and preparation for the next. There are, also, 
subtleties in the relationship of dance and music here, which are discussed 
below (9.7: Crystallisation of mood).
9.4 An indrawn breath
Tudor clearly believed in the importance of breathing and breath rhythms in 
dance; he remarked to John Gruen that he 'always wanted the body to sing' 
(Gruen, 1975 p266), and elsewhere described the importance of the physical 
sensation of dancing, including breathing, in acquiring the right 
interpretation (in Rosen, 1974/75 pl9). In all the ballets, the sense of 
breathing and breath rhythms is apparent and, in some, it is specifically 
articulated in the choreography.
In Tardin aux Lilas especially, breathing is clearly intended as a conscious 
physical act at times (underlined by its appearance in the notated score). 
Articulated breathing frequently occurs at moments of tension, some of which 
have been identified already in slightly different but related contexts, and as a 
prelude to significant activity.
Caroline's opening gesture, sliding her hand down her other arm behind her 
back, opening and clenching her hand, is accompanied by an indrawn breath 
and, in this instance, it is the prelude to something unforeseen by her, the 
arrival of the Lover, although it is also undoubtedly expressive of her state of 
mind. At a later moment, he also, while watching Caroline leave, draws 
breath, perhaps as an attempt to maintain his self-control and correct 
appearances. The Episode draws breath as a preparation for throwing herself 
at the Man (Example 10 above), whose attention she desperately seeks, and 
the action contributes to the sense of desperation and risk.
Breath is used quite differently in The Leaves are Fading, however, and it is to 
a much greater extent an integral part of the movement style overall than an
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expressive device used in particular dramatic contexts. That is to say, while it 
is not frequently notated specifically, it is implicit in the phrasing of 
movement at many times in the ballet. It is more specifically evident, 
however, in the solo for G and the duet for G and J.
G begins her solo in silence, unfolding her arms upwards in a manner itself 
like an indrawn breath, and looks at her partner J who is alone in watching 
her. The solo is, throughout, characterised by phrases of movement which 
appear to be driven by breath rhythms. The pas de deux which follows G's 
and J's solos is also built upon breathing and breath rhythms, from the 
sigh-like movements at the beginning, to the swooping lifts later on. There is 
also one travelling lift, G arched back, arms to one side as if swept by the 
wind (bar 13 Example 11). The overall effect in the duet, both through the 
shaping of movement and by its motion through space, is one of a seamless 
flow of movement, ebbing and flowing like the music does, like breathing or 
singing. There are no breaks in the phrasing at all, despite the frequent 
pauses and changes of tempi in the music, which is one important reason 
why some critics have seen this as a piece extraordinarily integrated with its 
music.
9.5 Making contact
During this same pas de deux the boy's focus is directed towards the girl all 
the time. On the whole she seems more reserved, but in one long phrase 
before the end her focus is also directed towards her partner, culminating in a 
gentle touch of her hand to his cheek (Example 12).
Characters in all of the ballets seem to need to hold on to self control, or to 
reassure themselves in some way, and linked to this is the image of making 
contact with oneself or with another character. G s gentle touch of J s cheek, 
cited above, comes at one end of the scale, the Young Man's violent throwing 
of Hagar to the ground (Example 23) at the other. Individuals may show 
aspects of their individuality sometimes in idiosyncratic gestures of touching 
themselves, or in a distinctive way of making contact with another person.
Hagar's apparent need to make contact with the House Opposite, even 
though she soon recoils from it, is one example, as is her opening gesture.
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referred to above. Hagar begins the ballet with a movement style far 
removed from the danse d'école towards which she ultimately progresses; 
sitting on the step of her house, hands clasped tight in her lap, very upright 
and still, she begins to lift her right hand very slowly up to the side of her 
face, continuing the movement in an arch back (Example 1).
The tension apparent in this movement sets the style for Hagar's movement 
almost throughout the ballet. She frequently returns to the doorway of her 
own house (as explained in Chapter 8), and the insecurity is evident in the 
awkward, sometimes even convulsive gestures of hands, head, arms and 
body she makes repeatedly. One example appears in this same opening 
passage, as the Maiden Ladies Out Walking pass by and greet her, and she 
recoils suddenly, turning her face away (Example 1).
Again, at Example 2, she is seen faltering and uncertain in her movement 
towards the House Opposite, and her wide-flung arms as she presses herself 
against the House are pulled back into herself again as she withdraws.
Significant moments appear much later, in her pas de deux with the Friend, 
and these are, predictably, very different from comparable moments in her 
meetings with the Young Man from the House Opposite.
At Example 20, the Friend is seen turning Hagar to face him (this is the 
'aborted' duet before the final one) and here, as well as in the subsequent 
duet, the centrality of mime in his movement vocabulary is apparent. His 
m ovem ents are simple; it is Hagar's which betray complexity and 
unhappiness in the twisted, contracted movements with which she responds. 
Even in the final duet, the Friend's own movement style is still simple; its 
development from almost pure mime is the result of the close partner-work 
with Hagar in this section, with lifts and supported turns. His most 
individual movement is a striking image (Example 27) in which he kneels on 
one knee, leaning back and supporting himself on his hands on the floor, then 
sliding the free foot to the side and round to the back to recover to an upright 
kneeling position on both knees.
This short phrase is significant in the whole because it marks a change or 
different facet in the relationship between Hagar and the Friend, and in the
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way they make contact with each other. As he remains kneeling, she 
embraces him with one arm and he leans his head against her. At this 
moment, the Friend has ceased to be the initiator in the relationship, and 
Hagar is able to show her own positive response more clearly as he presents 
himself to her in a position of inferiority. This is not only the first time Hagar 
is seen in this light in her relationship to the Friend, but the only time in the 
whole ballet at which she is apparently able to take control.
Caroline's hand gesture at the beginning of Tardin aux Lilas has been referred 
to above, and further instances of significant contact appear at different times 
in the ballet. In the opening section, for example (Example 1) and again in the 
closing scene (Example 19) the Man She Must Marry demonstrates his 
possessiveness towards CaroHne in the way he takes her arm, pats her hand, 
and leads her away. The similarity between this and the Eldest Sister's 
patting of Hagar has been commented on in the previous chapter.
In addition to the Episode's range of movement vocabulary either alone or 
when dancing with the Man, there is a further aspect evident at other times in 
the ballet, demonstrated in her meeting with other guests, for example. In her 
first entry, not only are the open gestures and sweeping manner already 
apparent, but smaller details appear which contribute to the more developed 
picture. Although she moves with apparent confidence through space, she 
also shields her face with her hand when being greeted by one of the male 
guests. Does she, indeed, have something to hide? When she meets Caroline, 
their greeting handclasp is coloured by the Episode's turning of Caroline's 
hand as if to push it away; it is not clearly a rebuff and, indeed, the score 
notes that Caroline does not know if she has been slighted or not.
The characteristic gesture in Dark Elegies, when one hand clasps the opposite 
elbow, referred to above, can be seen in the light of being an image both of the 
need for control and the need for reassurance or support. In the same ballet, 
there is an especially idiosyncratic image in the female solo in Song 4 
(Example 19), in which the dancer brushes her hand down the opposite side 
of her body from shoulder to ankle, while travelling downstage centre with 
small, sideways steps. This is an image which is unique to this soloist, in the 
same way as are the twitching outstretched foot in Song 3, the running round 
and round in Song 2, and the scanning the horizon in Song 1. Each grows out
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of a recognisable range of movement vocabulary - in this case, the direct, 
linear shape of the movement and the contact of hand with another part of 
the body, for example - but is individual to the soloist and, as such, offers the 
sense of potential insight into individual characters.
Making contact with another character appears in the same ballet in the 
second song, and has been referred to above, variously. Contact between the 
two dancers may be actual, in terms of touch, or it may be virtual, and 
conveyed through the closeness in space and unison or mirror-image 
movements.
In the phrase at Example 8 the dancers travel on an upstage-left-downstage- 
right diagonal path, moving together, towards and away from each other, 
and meeting again downstage-right (cf Leaves pas de deux Section 10). The 
mirrored movement and symmetrical spatial design lend a sense of formality 
or ritual and, at the same time, the repeated close contact between dancers 
(holding hands, heads coming close) reinforces the notion of partnership. 
Small details, as well as larger differentiatior^, offer the notion of a kind of 
hierarchy within this duet. At bar 17, for example, the woman's leg gesture is 
guided by the man's, which initiates the following forward momentum. In 
this case, it is simply a matter of the man's foot lifting the woman's; a very 
subtle gesture since the movement for each dancer, and the phrasing of it, are 
essentially the same. A similar gesture, this time involving the arms, appears 
right at the beginning of this duet (Example 6), and this is further discussed 
below (9.9: Signs and portents).
At other times there are significant differences in movement material between 
the two, making a stronger presentation both of individuality and of 
relationship between them; for example, at Example 7, and Example 9, when 
the woman is lifted by the man and (in 7) contracts her body suddenly during 
the lift or, (in 9) is repeatedly lifted to her feet by her partner. Example 7 also 
shows a strong image of different responses to the situation; the woman being 
lowered gently to a prone position by the man, who then stands, upright, 
above her. The attendant features of this phrase combine to suggest a 
protective rather than a dominating stance on the part of the man. the 
carefulness of his lowering of the woman and her apparent passivity as she 
seems to lean into the floor; his focus towards her, and so on. The wider
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context of the song, in which the man repeatedly supports the woman (see 
also rocking' motif), and often in an apparently concerned manner (see 
Examples 9,11), or appears to comfort her (Example 10) also gives weight to 
this reading, and highlights the difference between the two characters.
The notion of closeness, whether through physical touching, or through 
proximity, arises also through characters 'addressing' one another, as 
discussed in Chapter 7, and this is apparent in all four ballets. The dancer in 
Song 4 of Dark Elegies appears to relate more closely to the ensemble than, 
for example, the solo dancer in Song 1 or the woman in Song 2 (the man in 
Song 2 relates chiefly to his partner, indeed, but also, through focus near the 
end, towards other members of the group). This relation of soloist to group is 
suggested partly in her directional paths of movement, which take her 
towards each small group in turn at the beginning of the song. It is also made 
apparent in the way in which the soloist begins by focusing on groups and 
moving between them, and the way in which they respond through the 
circling gesture of the arm, which itself carries connotations of greeting, albeit 
abstracted.
In a different way, but in some sense related, moments in The Leaves are 
Fading present images of making contact which characterise individuals. The 
varieties of contact between G and J have been discussed above, also the 
relationship of the two other dancers who are most clearly differentiated (C 
and E). Another pas de deux, however, the one for two females which 
appears early on in the ballet, exhibits a different kind of contact. Here, it is 
playful and light-hearted, and the girls seem to be teasing their onlooking 
companions, with hints of flirtation. The liveliness and playfulness are 
inherent in the movement phrase which takes them across the diagonal 
(Example 3, bars 7-8). The phrase is complementary in that both girls perform 
a développé relevé, a gallop step, and a cabriole, but not at the same time as 
each other, and for one the cabriole is devant, for the other it is derrière, 
giving a kind of witty symmetry and cleverness, emphasised by the 
'innocence' of holding hands throughout.
Consideration of examples across the four ballets reveals both the way in 
which similar or related means of manipulating movement vocabulary may 
be used in different contexts and with different ranges of possible meanings.
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and the manner in which individuals within each ballet are differentiated 
from each other. Also emerging is a picture of the range of nuances 
employed in the selection and organisation of movement material, resulting 
in a multi-faceted 'style' in each ballet, and a comparable multiplicity of 
shifting moods and atmospheres.
The examples considered above tend towards certain related possibilities of 
meaning, particularly in the exposition of character and mood. There are, 
however, other moments in all four ballets which, while not contradicting this 
range of possible interpretations, nonetheless may be seen as contributing 
further, more complex possibilities. The analytical perspective needs to be 
adjusted accordingly to address these further complexities. As movement 
vocabulary becomes more 'abstract' or more distant from movement which 
lends itself to being 'read' in significant gestural terms implying personality 
traits or psychological states, it is more difficult to interpret in dramatic terms. 
The importance of music to Tudor suggests the possibility of considering 
some movement images in the light of musical conventions or compositional 
devices. The extent to which either a dramatic or a musical perspective may 
illuminate certain moments in the four ballets is explored in the next set of 
examples. These examples also offer a further opportunity to see how far the 
ballets share aesthetic qualities in this respect, and how far, therefore, they 
may contribute to the notion of a 'choreographic style'.
These examples come from a group of movements or distinctive gestures 
which, while not being immediately recognisable as relating to the movement 
and gesture of human beings in everyday life (Western conventions being 
taken in account), seem to have, nonetheless, something of the same function. 
These movement ideas have been identified initially as 'gestures' because of 
their apparently similar function to other varieties of gesture, specifically 
'realistic gesture', that is, revealing aspects of character, psychological 
experience, or mood. However, the expressive potential of these actions does 
not appear to be limited by specific notions of character or circumstance.
One question which arises is concerned with the extent to which these 
movements or phrases are distinctive because of their spatial, rhythmic and 
dynamic clarity of articulation (a movement may focus on specific body parts 
while the rest of the body is relatively still, for example), taking account of
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variation in the degree of emphasis on or importance of any of these aspects. 
A second question concerns the relationship of dance and music and the 
possible significance of this in the construction of meanings and in the notion 
of a choreographic style.
The focus now is directed chiefly towards dance-music relationships in terms 
of the use of dynamic variation and the evocation of mood and atmosphere, 
with particular reference to the actions identified as being, arguably, of 
especial significance in the construction of meanings and, by extension, in 
Tudor's choreographic style.
9.6 Mood, atmosphere, ambiguity, affect
In all four ballets, important aspects of the music are the use of fluctuating 
tonality and chromaticism, and asymmetry in melodic phrasing, all of which 
features are characteristic of much music of the late nineteenth and early 
twentieth centuries. The choice of late-Romantic music is interesting and 
significant, in particular because Tudor frequently complements the rich 
sweep of melodic line and chromaticism with a movement style which is 
austere by comparison.
Chromatic means, literally, 'coloured' and, in music, is a term applied to 
melodic lines or harmony which include notes which are 'foreign' to the key. 
A sm all proportion of chromatic notes will normally be heard as 
embellishment, but a more widespread use will often result in the 
de-stabilising of a sense of established tonality, resulting in a degree of 
tension or ambiguity. As Leonard Meyer has written:
The affective aesthetic power of chromaticism [sometimes] arises 
because chromatic alterations delay or block the expected motion to the 
normal diatonic tones.
1956 p218
Tudor, as an accomplished and sensitive musician, clearly understood and 
exploited the 'affective aesthetic' potential of music in his choreography. In 
characteristically deprecating manner, however, he once commented that 
ballet audiences might frequently find themselves moved emotionally in
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performance but that, unbeknown to them, it would often be because of the 
music, rather than the effect of any action on stage (in Gruen, 1975 p260).
Several of the actions discussed below could also, perhaps, be likened to the 
use of chromaticism in music in that they serve a similar function, namely 
that of delaying the expected resolution of a particular phrase or passage. 
Two instances from Tardin aux Lilas may be taken as examples: the exit of the 
Episode in Example 3 and the exit of three female guests in Example 2. In 
both of these, what might have been, with clear dramatic logic, the simple exit 
of characters, becomes something which creates a degree of tension because 
the addition of inscrutable detail in the choreography. The first example, the 
Episode's exit, is especially close to the notion of chromaticism in music, 
because of the element of time involved in the fact the Episode takes longer to 
leave the scene than might be expected in terms of the unfolding drama, 
delaying the expected outcome. (These examples are further examined 
below.)
All the actions discussed here may be seen as an integral part of the 
choreographic language and, while certain moments and images in a ballet 
may still suggest ideas relating to character or mood or situation (as the 
examples discussed above), others do not do this in such a straightforward 
way, bu t may, instead, contribute to the depth of meaning possible; 
resonating, as it were, with unarticulated meaning which stimulates 
'sympathetic vibrations' through the choreography, thus adding to the overall 
effect. Music does this more easily, because it is not so obviously linked to 
the human form and all the connotations attendant upon that.^^
There are, then, images in Tudor's ballets which, while apparently 
contributing to possible interpretations of the ballets, are not necessarily tied 
to specific characters or circumstances, and have, therefore, no easily 
definable function. There is always some sense of atmosphere, tension or 
ambiguity arising, however, and the actions referred to in this chapter either 
contribute to an intensification of the present mood (by drawing attention to 
it through their unexpectedness or ambiguity), or in some way alter it, 
without any specific change in dramatic development.
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9.7 Crystallisation of mood
Certain moments or images may suggest a suspension in time because of their 
apparen t significance at the same time as a lack of clear dram atic 
development in terms of action. One such moment in Tardin aux Lilas 
involves the Lover and three female guests (Example 12).
At this point in the ballet the music has reached the fifth bar after Fig 13 Poco 
Lento. The 'm otif (Example i) is heard, twice, leading up to a dominant 7th 
chord in the first inversion, with the root, B flat, heard one beat later, tremolo. 
The two following dance images occur, one on the repeated (but varied) 
'motif', the other on the dominant 7th chord.
The first image is nick-named 'wishing on a staf, because Tudor called it that 
once, to help dancers remember and identify the phrase, although it was not 
necessarily meant to have any such literal meaning (Hunt, 1985). Having said 
that, the movement phrase includes a gesture of pointing the index finger 
towards something unseen, forwards high of the dancers. The three female 
guests perform the phrase in unison first (apart from a slight variation in the 
turn at the end of the phrase) and it is repeated with the Lover joining the 
others. The fact of its being repeated gives emphasis to the pointing gesture, 
as if, again, something were imminent. It also delays the expected resolution, 
having first set up an ambiguous situation. The music, building through two 
small crescendi to the forte dominant 7th chord, adds to this. There is more 
movement than music, in the sense that the rhythm of the dance is more 
complex and full, although not all that complex. It seems that the music is 
allowed to rumble ominously, while the dance articulates something cryptic.
The immediately following phrase of movement is a unison turn with small 
steps on the spot, hands clasped almost under the chin, faces downcast. This 
happens on the dominant 7th chord and the tremolo bass which follows. 
Again, this is a cryptic image, unless its relation to the pointing does indeed 
imply some kind of wishing or petition. The hands clasped and the face 
downcast could suggest prayer, although not usually when spinnmg on the 
spot. There are hints relating to the notion of wishing things were otherwise, 
perhaps, and the abstraction through development and variation of
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movement ideas, together with the music, combine to construct a more 
complex layering of possible meanings relating to the theme as a whole.
The notion of a 'continuum' is apparent in both these examples, with the 
possibility of multiple interpretations. While there are recognisable gestures 
dearly linked to movements which might quite easily be 'read', for example 
the pointing finger, the dasped hands, the context does not support a spedfic 
reading. Instead, resonances of ideas and possible meanings are evoked 
through fragmented images.
There is another curious image in this section, which occurs in the bar 
immediately preceding Fig 15, after the Lover's solo, when two of the three 
female guests have helped him to his feet (also in Example 12). These two 
then make a group shape with the Lover, which is memorable because of the 
network-like shape of lines created around him by the women, one in 
arabesque penchée in front of him, her hand on his far shoulder, the other 
leaning away from him, looking at him through her fingers held like a fringe 
over her forehead (see p290).
There is a sense in which this also happens at a moment of change, except that 
the fact that the music is so fluid in tonality implies that there may not be 
many moments which are not 'moments of change'. The melody is Theme 1 
(Example ii), and the image occurs towards the end of the phrase, just before 
it is varied by the solo violin through modulation and augmentation. What is 
also interesting and relevant is the fact that the visual image which stands out 
does not coincide with the climax or cadence of the musical phrase. This 
gives it an extra subtlety, and a strong sense of layers of meaning - a glimpse 
of something which is normally hidden beneath the surface - another layer of 
existence, experience; not one which is on show to the world, as if to suggest 
that there are more dramas unfolding in counterpoint.
The 'frozen tableau' (Example 19) is, of course, the most famous moment in 
Tardin. and the one which Maude Lloyd said came into being because Tudor 
had run out of ideas for the different treatment of the same musical theme, 
and she, in exasperation perhaps, said that if he couldn t think of anything to 
do, then he should do nothing. (Hunt 1985). It is an example of the extreme 
contrast possible between dance and music; the music has reached its climax
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in the Poème, when the main theme (Example ii) is heard fortissimo, in full 
orchestra, and the action on stage is frozen completely.
The music affirms its central theme in a particularly strong manner; it is not 
new material, but familiar material being returned to, offering the possibility 
of recalling earlier responses to it when heard in whole or in part, with 
different preceding and succeeding material, different orchestration, different 
context. The lead-up prepares the ground and implies inevitability.
The arrangem ent of dancers on stage, it is argued, is highly significant; 
Caroline central, with the focus of the Lover, the Episode and the Man 
directed towards her, while other guests either stand and look on or are 
absorbed in each other: a variety of responses to the situation, showing a 
variety of degrees of interest and perception on the part of the group of 
guests. This is the moment when the notion of 'psychological time' is most 
forcefully present, the musids surge being allowed to suggest a parallel surge 
of conflicting emotions in the mind of the character who draws our focus, that 
is, Caroline herself, while the rest of the characters are differently affected. 
The Man appears not to be affected at all, there is nothing tense in his posture, 
bending over Caroline's hand as if to kiss it. The Episode and the Lover both 
stand straight, looking on, and perhaps the moment is one of psychological 
importance for them, too. The guests, whether they look on or not, are less 
immediately affected, and this is shown through their physical distance from 
the central characters as well as through their individual postures (which 
offer the notion of a variety of degrees of involvement, as suggested). Again, 
the music and dance together combine to create or construct an image of 
potentially many layers of meaning in the context of the theme in general and 
the individual experiences of characters in particular.
The subtle interaction of dance and music in Tudor's ballets happens often at 
a level of relatively small detail, although this detail may be equally 
significant in the overaU context of the ballet. One example of this occurs in 
the first song of Dark Elegies.
This phrase (Example 5) involves both soloist and ensernble. The soloist 
begins to reach upwards with one arm, the other hand clasping the elbow in 
characteristic pose, while the ensemble slowly turn and kneel, then begin an 
arch back with extended arms, which completes the image. The picture is one
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of extreme tension, between the upward reacli of tlie soloist and the long 
extension away in opposite directions by the corps at a much lower level. 
This tension is released by the sudden, small contraction of tl\e soloist s upper 
body and arms immediately aftervi^ards (see Chapter S), and the rising of the 
ensemble to join with the soloist in a gentle circling phrase of movement. As 
with many of the images in this ballet, the relationship between dance and 
music is close, both in terms of larger-scale structure and in plirasing. Here^ 
for example, the extent of the image is reached at tlie end of the long melodic 
phrase and orchestral cadence, the contraction coming in the final half-bar of 
this whole phrase. However, in dynamic and rhythmic aspects, tliere is some 
room for exploration of subtlety. For example, although the movement is 
controlled and sustained, there is also, as described, a strong element of 
tension w ithin it. The music, however, is soft, lyrical, and with no 
'angularity' of either melody or rhythm; the rhythmic pattern of the music is 
regular, and the apparent chromaticism is in fact in keeping \d th  the overall 
D minor tonality, apart from one F sharp in bar 70 (wluch itself suggests the 
tonic major, so is not altogether 'foreign'). The first steps of the ensemble do 
coincide with the pulse of the music (Example ii), as is often the case in 
Elegies, but thereafter there is no precise rhythmical relationship and, indeed, 
the soloist's contraction - the culmination of or postscript to the image - 
occurs on the second beat of the final bar of the phrase, not on the strong first 
beat, or slightly less strong third beat as might be expected, so there is some 
disjunction there.^^
The Leaves are Fading, considered in terms of disjunctive relationships of 
dance and music, does not offer the same kind of actions as the other three, 
and this is because of the overall movement style and its general relationship 
to the music; lyrical and flowing, with no extreme contrasts in rhythm and 
phrasing, and no angular or rhythmically accented movements which stand 
out. This may be related to the idea of a less-chromatic use of tonality, which, 
it could be argued, applies to the music of this ballet also. The combination, 
therefore, is more conjunctive and less ambiguous. There are, nonetheless, 
some moments in the ballet which may be seen in the same light as the oÜter 
actions discussed in this context, through their shaping and timing and 
relation to the music and, as so often is the case, it is not so much a matter of 
clear differences between ballets as of different degrees of emphasis, different 
points along a continuum.
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As noted above in relation to Pillar of Fire (and see also 9.11: Disjunctive 
images), the individual movements which do appear and impress upon the 
memory in The Leaves are Fading are all related. In this ballet they carry a 
'swept-back' look, or drifting aspect, which is in keeping with the emphasis in 
the ballet on movement through space rather than movement into position, 
for example. Because of the otherwise more stable and conjunctive 
relationship of dance and music in the ballet, and the generally more 
consistently fluid movement style, these may be seen in terms of 'signature 
gestures' rather than tension-inducing devices of delayed resolution, 
contributing to the logical sense of the ballet and its possible meanings rather 
than introducing ambiguities.
9.8 Drifting in time
One of these drifting images occurs early on in the ballet. It is a lift which is 
allowed time to register as an image because of the slow pace of the 
movement, the multiplication of the image through five couples, and the 
relation of dance and music. The music is based in E minor, with many subtle 
chromatic shifts throughout, resulting in a relatively fluid sense of key (and 
with attendant potential ambiguities) within a diatonic framework. In this 
bar the key seems to be shifting towards D major/minor, via that key's 
dominant chord of A major. As the end of the bar is reached preceding the 
expected modulation, there is a pause which creates a sense of suspension 
and heightened expectancy and, indeed, although the expected D chord 
ensues, there are further shifts of key before the return to E minor at the end. 
As the music reaches this 'question mark' point, so do the dancers achieve the 
image of the lift and, while the image is held momentarily, the impression is 
of continuous movement because of the shape created by the dancers, with 
the girls to the side of the boys, legs curving around and behind, arms 
echoing this shape so that the whole image is of a 'drifting' or transitory 
movement, rather than of a clearly defined, 'held position. In this, it 
demonstrates a marked contrast with Dark Elegies, as explained in Chapter 8.
Another related motif also occurs at a cadence, this time in the boy's solo at 
the bar before the completion of one phrase the beginning of the next 
(Example 6; bar 88 Terzetto Scherzo). As in the previously described image.
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the focus is directed one way, and the body spirals away from this, resulting 
in the sense of movement and 'driff. In this case, there is more weight into 
the ground, and a more emphatic musical pulse to underline the movement 
and give it a greater degree of deliberation, reflecting the folk-dance 
intonation of this solo. The movement is performed by a solo dancer. Its 
'family resemblance' to the unison lift described above contributes both to a 
structural coherence in the ballet but also to the notion of possible layers of 
meaning here, as in the other ballets, through its cross-referencing. This is 
further underlined in the examples below.
In the duet of G and J, the drifting shape appears a number of times and in 
different guises; most notably in the lift which ends the duet where G is 
carried off-stage by J, so that there is indeed movement, not only the 
appearance of movement in this case. This occurs at the end of Example 12 
and as the music dies into silence. Here, as in the first example described, the 
music's own ebb and flow work in conjunction with the dance so that the 
overall effect is one of continuous but gentle forward momentum.
The use of images which are related in spatial design an d /o r dynamic 
inflection constitutes part of this ballet's style, inasmuch as this 'cross- 
referencing' is a characteristic structural feature. It also may be seen as 
contributing to the notion of memory, and the fleeting, recurring and 
dissolving images of memory. In this way, when such an image appears in a 
very different context (as, for example, in the Peasant Dance section described 
above) it may serve as a reminder, bringing to mind other, different contexts.
9.9 Signs and portents
The putative parallel in function between specific dance actions or phrases 
and chromaticism in music is exemplified in the following instances in Tardin 
aux Lilas which have been referred to briefly above.
In the exit of the Episode, fanning, the rhythmic relationship of dance and 
music is very fluid; at this point in the musical score (Fig 2 bar 1) the 
immediately preceding ascending motif (Example i) arrives at the dominant 
seventh chord in E flat (built on B flat, but in its second inversion, that is, with
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F at the bottom, the root of the chord entering below that one beat later, 
tremolo). The unresolved dominant seventh chord itself is conducive to the 
sense of imminence, and the weak inversion adds a sense of instability. The 
Episode exits, leaves Caroline, and at the end of the bar, the Lover enters and 
surprises Caroline by touching her hands. Dramatically, therefore, it is also a 
moment of change, and the semaphore-like gestures of the Episode seem to 
add to the atmosphere of foreboding, by implying some significance while 
clearly not indicating anything specific.
Another example of ambiguity created through the delaying of expected 
outcomes is the exit of the three female guests (Example 2). This time, what 
might reasonably be expected to be a straightforward exit of three dancers is 
given a 'chromatic' colouring, as noted above.
The three female guests mentioned above meet E briefly and immediately 
leave. As the women exit, running, the arms extend forwards gradually, 
making as if a channel through space as they lean slightly downstage, one 
arm above the other. This is an example of an angular shape, such as those 
seen from time to time in this ballet, contrasting this time with the flow of 
movement through space, and the lyrical flow of the melodic line. The focus, 
emphasised through the direction of the arms and the fact that they extend 
towards the line of travel, give the image an emphasis and aspect of 
deliberation, purpose, or even of inevitability, as if the women are being 
drawn away.
There are perhaps many possibilities of interpretation here in relation to the 
theme, in terms of correct social behaviour and the forces of society 
compelling certain courses of action (the same exit of female characters recurs 
later in the ballet). However, while the above example can be interpreted 
thus in the context of the theme, its movement material may still be seen as 
more distant from movement stemming from gestures associated with correct 
Edwardian social behaviour, or from danse d'école, as the basis of movement 
vocabulary in Tardin. It is a further example of the importance of context in 
interpretation, and of the possibility of a range of potential meanings; beyond 
drama, beyond music, but drawing upon both of those.
Despite the particular emphasis on clarity of line and shape in Dark Elegies. 
certain moments do stand out as being especially distinctive. Some of these
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are memorable because of the time given to them to allow them to register 
clearly, as noted in the example above (and comparable to the 'frozen tableau' 
in Tardin), and some are impressed upon the memory through repetition. In 
others it is the very particular nature of the relationship of dance and music at 
a given moment which makes it appear extraordinary. There is some overlap 
between these; in all of them the music plays an important part in terms of 
creating mood and atmosphere and suggesting complex layers of possible 
meaning.
The arm gestures at the beginning of the second song of Dark Elegies 
(Example 6) may be compared with the example (from the same ballet) cited 
above (Example 5) in terms of the relatively leisurely time-scale of its creation, 
although this example only takes the space of one bar to complete. The music 
is slow, however, and the dancers remain otherwise still, the man behind the 
woman, both facing front. The gesture relates to the characteristically angular 
shapes frequently seen in the ballet, although softer in line here, with the 
angularity suggested by the turning of the hands to alter the natural line as 
the arms are held aloft. The music is reaching the end of the short orchestral 
introduction before the entry of the voice (Example iii). A sforzando chord 
has been sounded in the previous bar, and is tied into the next bar with a 
diminuendo and single soft rising note half-way through that bar to resolve 
the suspension. The rhythm in the music, then, is not strongly articulated and 
provides little or no support for the movement and, indeed, the two stages of 
the gesture - hands turned outwards and then inwards - occur on the weaker 
second and fourth beats of the bar when no new melody notes are heard. 
Two points may be made here. First, the movement appears as if initiated by 
the man because he stands directly behind his partner and could be seen as 
guiding her movement, which has some significance in the interpretation of 
this pas de deux. Secondly, the shape made by the dancers' arms is 
reminiscent of that made by the female guests in Tardin on their exit, 
described above. Clearly, this latter point has no immediate bearing on the 
significance of the gesture in the context of Dark Elegies, but it is interesting 
in terms of suggesting a 'family resemblance' between ballets in the use of a 
perhaps unexpected movement which nonetheless evokes certain resonances 
and hints at possible meanings.
The semaphoric gestures of ensemble and soloist early on in the first song 
(Example 2) coincide with a rising, undulating melodic phrase in the music.
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The gestures are angular and contained, and different, therefore, from the 
broad sweep of the Episode's 'semaphore-like' movement. There is no rising 
undulation to match that in the music, indeed, the movement for the 
ensemble tends downwards at the end, with an arrow-shaped gesture of 
hands, palms touching, pushing away from the body, focus down. The 
search for meaning here is problematic: while the ballet clearly concerns the 
experience of a smitten community with illumination of both communal and 
individual experience, images such as this one do not seem to offer any 
distinct insight into either communal or individual experience. There is no 
sense of character being illuminated, nor of community life being 
demonstrated, except insofar as the choreography is so structured as to allow 
for an image of one individual within a community to be presented. These 
gestures do not apparently relate to matters of character and, while their 
ritualistic aspect may tend towards the notion of a community act (and the 
soloist's own gestures recall the rocking of a child in the arms), it is a rather 
eccentric-looking one.
The gestures are angular in shape, as has been noted, particularly those of the 
ensemble and, while their changes match the pulse of the music, their shape 
contradicts the rising swell of the melody. This is significant in the whole 
ballet because it embodies a characteristic feature. Tudor frequently allows 
the structure of rhythm and phrasing in the music to give structure to the 
dance while, at the same time, providing a striking contrast with the colour 
and dynamic of the music. This contrast allows for the possibility of different 
layers of meaning, as noted in relation to Tardin, although not necessarily in 
exactly the same way. The common feature is the shifting interplay between 
the two media of dance and music.
The other examples from Dark Elegies identified here are linked to each other 
through their use of repetition which, it might be argued, serves to emphasise 
the image through the delay of the expected resolution. They are all, 
incidentally, generally faster in execution, and more closely related to the 
pulse and rhythmic shape of the music which accompames them.
Two images in the third song are based on 'quivering' movements of firstly 
hands and arms, then one foot (Examples 15 and 17). They stand out in 
particular because of the otherwise controUed and relatively sustained quality
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of movement elsewhere in this solo, apart from the leaps and turns, although 
even these are controlled in the sense of conforming to a clear rhythmic 
pattern which relates closely to that in the music, whereas these 'fluttering' 
movements are much faster by nature, and far-removed from the steady and 
consistent shape of metre and rhythm in the music. Again, they may be read 
in terms of the development of aspects of character in relation to the theme of 
the ballet, but still the particular relation of dance to music allows for further 
subtlety of interpretation to be suggested, and these two approaches are not 
necessarily mutually exclusive, suggesting, rather, the notion of a continuum 
of possibilities.
This is also true of the fourth song. Example 19, where the music's rhythmic 
shape is even and steady and, while the overall phrasing of the movement 
idea reflects this, the movement within the dance phrase creates a much faster 
rhythm  of steps. The soloist moves with small, rapid sideways steps 
downstage, while brushing her hand down the opposite side of her body to 
the ankle. In the context of the whole ballet, where much of the movement is 
apparently supported by the inner metre of the music, these moments stand 
out because of their relative complexity in terms of dance-music relations, as 
well as because of their difference from the rest of the movement material.
9.10 A further dimension
The opening phrase of Park Elegies, and its later recurrence, is written about 
in Chapter 7 in relation to its function as the opening and closing movement 
motif of the ballet. Comparison of the Labanotation and music scores shows 
dearly how the first appearance of the movement phrase is dosely linked to 
the rhythm of the sung melody in terms of weight changes. The brushing and 
sliding movements of the feet, together with the use of provide a sense of 
weight which also corresponds with the downward trend of the melody itself. 
The main contrast comes through the angular shape of the arms and the 
direct sideways focus of the dancer in profile, and it is this which ultimately 
creates a dance image 16 of potentially multi-layered meaning. When the 
movement phrase recurs at the end, the music provides no rhythmic support 
because the final chord has sounded and is gradually dying away into silence. 
As has been suggested elsewherel7 this adds a further dimension to the
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m eam ng not only through the context (that is, the re-appearance of an 
identical phrase after the progression of the baUet through various moods and 
towards Resignation ) but also because of this very lack of musical support, 
fh® possibility that the character dancing now has greater personal 
strength or inner resources and can move forward without that support. 
A lthough this suggests an image which may be thus interpreted in the 
context of the theme, there is clearly complexity beyond this. 18
9.11 Disjunctive images
In Pillar of Fire, again, there are many images which relate in some dear way 
to character an d /o r drcumstance, and these have been explained in earlier 
chapters in the context of the exposition of the theme. There are some, 
however, which resist interpretation in this way. All of these discussed are 
related to one particular image, mentioned in passing in the previous chapter, 
and related also, perhaps, to the Episode's phrase in the sense of foreboding 
created through chromatic dislocation. Perhaps the Lovers-in-Innocence also 
presage disaster.
The first instance occurs in Example 1 at bar 9, when one Lover-in-Innooence 
turns her head to look at her partner, not in a single, smooth movement, but 
in three quick, accented movements. This is surprising in the context; so far 
most movement has been sustained or controlled, except for some of Hagar's 
sudden movements and gestures as she turns away from the Maiden Ladies 
O ut Walking, for example. The Lovers-in-Innocence enter with an easy, 
natural style of movement - walking hand in hand - so this sudden 
disjunction is notable and memorable and, as is the case often in Elegies as 
outlined above, the music suggests no rhythmic imperative for this departure 
from the norm. Indeed, the rhythmic pattern of the movement introduces an 
irregular counterooint with that in the music (see below).
Music rhvthm ^  J ^  J # L—
Dance rhvthm j  . _ I I
^  7  ^ > 7' ' ^  ^ " F
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The movement seems not to suggest anything about the character who 
performs the movement but, rather, to hint at something beyond, suggesting, 
again, as in Jardin, certain possible layers of meaning not tied to specific 
characters or circumstances, perhaps, but significant in the context of the 
theme as a whole. The dance, therefore, while drawing on drama and music, 
creates something further in choreographic terms.
The tranquillity of the walking couple, then, is highlighted by this departure 
from the 'norm'. There is a sense in which the expected continuance of this 
calm movement is interrupted momentarily, producing a degree of tension or 
ambiguity, or even, as suggested, foreboding.
The staccato quality of movement becomes a recognisable motif as the ballet 
progresses; sometimes in a movement performed by the Lovers-in-Innocence 
girls, as here, and sometimes in a movement performed by Hagar herself, 
providing both a structural link and also a thematic or emotional link.
Example 4 shows another version performed by two Lovers-in-Innocence 
girls. This time the staccato movement is shown in arm gestures; firstly an 
arm draw ing inwards with accented contractions, then the other arm 
extending outwards in the same way. In the music, two musical motifs are 
heard in play: (Examples ii and iii: Sonata 1, first subject group). The 
dynamic is pianissimo and the strings muted at this point, so that the sound is 
very soft. The rhythmic patterns comprise quavers, dotted quavers and 
semi-quavers, and quaver triplets all played at the same time, so the effect is 
very fluid, contrasting with the sharp, distinct movement seen. In neither of 
these appearances does the music seem in any way to dictate or even suggest 
the rhythm of the movement, so that complexity is increased, and the richness 
of texture created by dance and music together in turn enriches the potential 
for meaning at different levels.
In Examples 16, 17 and 18 several variations on this theme are seen - all 
performed by Lovers-in-Innocence girls or Hagar herself, who is among them 
at this point. The reappearance of related movement material of such a 
distinctive nature helps not only in the coherent overall structuring of the 
ballet but also in the making of something idiosyncratic m relation to the 
theme. The development of the theme is facilitated by means of this kind of
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movement manipulation and creation of links across the ballet, working in a 
way which is different from the dramatic characterisation of individuals and 
their circumstances, and is also different from the more formalist structuring 
devices of repetition, development and variation which dance may share with 
music. But it is linked to both these, and in some way draws upon both, 
draw ing also upon something further in the creation of the whole, as 
mentioned above (and see discussion of The Leaves are Fading).
At Example 16, the music is again pianissimo, this time with the strings 
shimmering in repeated sextuplet-semi-quaver figures (Example xi: Sonata 2, 
second subject) before and during the entry of the melody. Hagar's variation 
on this material occurs when the music changes in mood, the strings are 
instructed to play close to the bridge, creating a harsher, almost rasping effect. 
Here some meaning may be deduced from the relation of dance and music 
and its relation to what has gone before, in that Hagar's movement suggests a 
link w ith the Lovers-in-Innocence girls and, at the same time, a sense of 
distortion through both the variation of movement material, and the change 
in musical accompaniment and its own distorted sound. Once more, the 
sense of foreboding suggested by the music implies further possible layers of 
meaning, the harsh sound of the strings played am Griffbrett reflecting 
something of her awkwardness and lack of harmonious relationship to her 
surroundings, perhaps.
Conclusion
The images in all four ballets may be characterised in terms of 'family 
resemblance' within the ballets, as demonstrated above, and sometimes in 
terms of their relationship to each other across different ballets in terms of the 
choreographic approach adopted to specific ends.
In some instances, the dance action itself is what attracts attention, and its 
particular relationship to its music is an additional and significant factor. On 
the other hand, there are also images which seem to become significant 
because of their relationship with their music, in which it is music and dance 
together which create the unique impression. In some, this is because of a 
startling disjunction between the two, suggesting the possibility of perhaps
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very different layers of meaning. In others, the notion of conjunction or 
disjunction is more problematic because, while the dance and music are 
clearly not stating the same thing exactly, there is a strong link between the 
two (often in rhythmic shaping or dynamic), so that the suggested layers of 
meaning are subtly, rather than strikingly, different.
Some images also clearly work with the music in a way which seems to give 
specificity to the general mood/atmosphere of the music (particularly in the 
'story' ballets which have distinct characters). Other images seem to take 
their colour from the music, and this is probably particularly true of The 
Leaves are Fading. Dark Elegies, as so often, embraces all possibilities, it 
seems.
What is clear is the fact that there are images in Tudor's ballets which, while 
apparently contributing to the overall interpretation of the theme, are not tied 
to specific characters or circumstances, and have no easily definable function. 
There is always some sense of atmosphere or mood evoked, however, most 
importantly through the interaction of dance and music, and the images 
described above either contribute to an intensification of the present mood, or 
in some way alter it, without any specific change in dramatic development: 
beyond drama, beyond music.
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Notes to Chapter 9
 ^ Cf the Episode in His Past in [ardin aux Lilas Example 9, cited below in 'Affirmation,
restless agitation'.
2 And, indeed, immediately follows that of his partner, so a sudden blow for her too,
here.
 ^ Hugh Laing, speaking of his role as Romeo in Romeo and Tuliet (1945), said that a
particular pirouette should mean '/ love you, Juliet'. If the dancer were to take time to 
prepare' the pirouette, this would be paying attention to himself as a dancer, and not 
to Juliet (in Cohen, 1963 p79). The same could be seen as applying to the Young 
Man's pirouette. In the case of G's, the intonation is not so dramatic, but arguably 
more to do with unbroken flow and atmosphere.
^ Similar uses of pointe-work which emphasise weight and gravity occur at Example 
29, when Hagar takes a lunge forwards on pointe and performs a pirouette directly 
out of that without lowering the foot first.
 ^ The isolation of arms and hands in gestural movement is a characteristic of the ballet 
as a whole, as noted above, and instances can be found in the first song (Example 2), 
as well as at other points in the ballet.
 ^ This soloist's movement vocabulary is characterised by a particular balance of
self-control and outbursts of feeling, which is different from that in the previous and 
following solos and duet, and which therefore differentiates him from them in this 
way. Here, the idiosyncratic gestures, mentioned above, have something of the 
deliberation, but not the same level of direct clarity, of gestures in the first song, for 
example. The leaps and turns have much the same attack and dynamic colouring of 
those in the first song, but their design in space is more inward-looking, less 
penetratingly direct. There are no comparable leaps in the second song, and the 
gestures there have clarity but are much softer in dynamic than in other songs.
7 Like the woman in the second song, this soloist is offered support by members of the 
group; men, again. She does, however, allow herself to be led by each man in turn, 
and ends her solo with a bow, as it were in acknowledgement, to each, remaining on 
stage for the final song.
8 See Lloyd (1984) and Tudor (1958) referred to in Chapter 7.
 ^ See description of the first song. Example 4 above ( Flight and gravity ).
10 See Maude Lloyd's description noted in the Chapter 7, Endnote 10.
11 This kind of partner-work is unique to this pair of dancers, but they do not achieve 
prominence again in the ballet, so its potential significance is undemuned. The two 
girls almost become individuals in their own right, although the fact of there bemg 
two of them, with such closely related material, prevents really close identihcahon, 
but then they retreat into the ensemble again. This makes the ^ ou p  begin to take 
shape as a collection of individuals, however, which is important m the interpretation
of its possible meanings.
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12 See Tudor's remarks to Gruen (1975) about 'abstract ballet' quoted in Chapter 1.
1^  Cf the exit of the two dancing guests in Tardin aux Lilas. The waltzing steps suggest
the continuation of the party regardless of the personal dramas being enacted 
amongst individuals. This is underlined by the fact that the dancing guests do not 
link their waltz step to the pulse in the music, the implication being that they hear 
different music, that is, the 'party' music. The music that the audience hears, then, is 
associated instead with the inner experience of specific individuals. The case in 
Elegies might be seen as similar, suggesting, again, further possible layers of 
meaning, different aspects of experience being presented.
I'l The lift occurs on a 'pause' in the music, but not the first pause in this section. The
first pause in this Cypress occurs on the second beat of bar 26, and this is a different 
lift (numbered as bar 26 in the notation, but bar 30 in the music score, because there 
are four bars counted at the beginning of the Ensemble which are given Roman 
numerals, before the numbers proper start, hence the discrepancy throughout, with 
the notation score four bars behind throughout). The notation is not absolutely 
accurate at Example 2, showing the pause in the music on beat two instead of beat 
three.
15 De Mille describes this exit: 'It is not just an arabesque turn, it's an invitation to go and 
join her or to enquire what's happening or to say, watch out' (in Anon, 1974 p42).
16 Femau Hall used the phrase 'dance image' in the J94Qs, for example here, in relation to 
the Mars and Neptune sections of The Planets (1934): 'Tudor showed for the first time his 
gift for the invention of dance-images to express the most delicate and subtle shades of 
emotion' (1950 pl09).
17 Richardson, R (1985) Future Light (unpublished MA dissertation. University of 
Surrey). See also the previous chapters in Part 3.
18 It is the structural placement of the image, rather than specific properties of the 
image itself, which tend towards the overall interpretation in the context of the 
theme; the dance image itself still eludes interpretation.
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CHAPTER 10
Beyond drama, beyond music
At the beginning of this research, questions central to the enquiry were 
identified as a) the ways in which Tudor's ballets are constructed, b) the ways 
in which meanings are constructed through the interaction of component 
parts and the engagement of the spectator with the work, and c) the extent to 
which the discernible elements within these choreographies may point to a 
'choreographic style'.
Certain strands of modernist development, especially expressionism and 
formalism, are found to resonate in much of Tudor's work in, for example, his 
interest in the psychological experience of humanity, his desire to extend the 
range and expressive potential of dance and danse d'école in particular, and 
his intention to create a 'new ' vocabulaiy for each new work. The pattern of 
his own life reflects some characteristic features of modernism and modernist
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artists, for example in his move out of a native milieu into the world of 
theatre and dance, and his later relative rootlessness after leaving England in 
1939.
These features of his life also frequently find echoes in Tudor's choices of 
subject matter, for example in those ballets in which the individual character 
is in some way dislocated, or alienated from her or his peers, and who needs 
to find a way of negotiating these difficulties in her or his own life.
The focus of this research throughout has been the detail of the 
choreographies themselves, in order to see how far it may be possible to 
identify a 'choreographic style'. That being the case, the dominant influence 
in the questions asked about and theories to test against the works has come 
from the philosophy of art and aesthetics, w ith reference also to recent 
developments in post-structuralist thought, especially the notion of the 
'author' and reader-text relationships in the construction of meanings. In 
looking at the contexts in which Tudor was active as a choreographer, and at 
the source materials which throw light on his work overall, it has been 
possible to identify his preferred approach to the creation of work as 
reflecting certain m odernist strands (most notably expressionism and 
formalism) while, at the same time, suggesting the development of an 
individual 'voice'.
The three chapters in Part 1 (Singing the Interior Landscape: The Emergence 
of a Choreographer), therefore, have provided the contextual basis for the 
examination of Tudor's choreographies as a body of work in Part 2, and the 
detailed analysis of selected individual works in Part 3.
In Part 2 (The Medium and the Message) a range of questions emerged in the 
attempt to characterise the body of Tudor's work. In Chapter 4, for example, 
the nature of the dance 'text' posed a pcuticular set of problems concerning 
the identification of a 'texP in relation to dance, and the variable value of 
source materials, bearing in mind notions of reader-text relations, context, 
and the changing 'horizon of expectations'.
In the absence of the notated score as the dance 'text', other sources need to be 
identified and scrutinised for whatever light they may throw on the ballets
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which are otherwise inaccessible. The focus on critical writing in this chapter 
inevitably means that the works themselves have been distanced from the 
present writer, and that the responses of critics m ust be interpreted in the 
light of the context in which they were writing, with the concomitant range of 
expectations, experience and so on. However, as has been shown, important 
questions about T udor's w ork may still be answ ered, allowing for 
progression to further stages of analysis.
What has become dear in the investigation in Chapter 4 is that Tudor drew 
on a range of movement sources which encompassed danse d'école, 'realistic' 
gesture, and dance styles from other countries and historical periods. It 
became apparent, also, that elements of movement vocabulary showing the 
influence of m odem  dance found their way into Tudor's work from time to 
time, although the strongest inference draw n from the source materials 
available is that these elements, in conjunction with others, combined to 
create a strand in the development of 'm odem  ballet'. Some preferences in 
movement vocabulary are dearly discernible in his work, although it was also 
his avowed intention to create a new 'style' for each new ballet he made, 
following Fokine's principles, and the varying combinations of movement 
elements in each ballet reflect this.
The aim to create a new 'style' with each ballet is also evident in the number 
of different composers whose music Tudor worked with. At the same time, 
however, a preference for late-Romantic music is shown, with music for 
strings being espedally favoured. In view of the spedfic timbre of stringed 
instruments, this also underlines Tudor's view that the body should 'sing' in 
dance, and in Chapter 4 the rôle and function of music in Tudor's ballets 
begins to take on importance, both through Tudor's own words, and through 
the evidence of his work, in both the choices of score and the musical 
structures of the ballets.
The influence of Fokine is again apparent in the consistent employment of a 
one-act form, a structure within which Tudor made ballets sometimes with a 
highly developed dram atic aspect, sometimes w ith neither plot, nor 
characters, nor dramatic action, but with a focus on the evocation of mood 
and atmosphere. In all, the structures of dance and music are shown to 
complement each other in such a way as to allow for sometimes multi-layered 
possibilities of interpretation, as demonstrated in Part 3.
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In Chapters 5 and 6 it has been seen how theories of interpretation from the 
tradition of aesthetics (as articulated by Margolis and others) allow for 
different levels of investigation while, at the same time, opening up further 
complexities through the inextricable linking of subject m atter and its 
treatment, and the potential variety of meanings which may be constructed 
through these and the engagement of the reader with the 'text'. This area, 
considered in retrospect, might be approached somewhat differently to useful 
effect, by emphasising the closely interlocking nature of subject matter and 
meanings, while maintaining the perspective of the investigation as centring 
in the dance works themselves. However, the intention, at this stage of 
analysis, was to adopt a position from which it might be possible to survey 
the body of work as a whole, in order to begin to characterise it before 
moving on to a closer examination of a small number of ballets which may be 
seen to embody significant characteristic features. Therefore, in discussing a 
large number of ballets, and in the light of the variability of available source 
materials, the approach adopted in this thesis may be seen to have sufficient 
justification in terms of logistics, while, at the same time, revealing questions 
which subsequently invite a different approach. This opening up of issues in 
itself is a contribution to methodology in dance analysis.
Through this enquiry, and employing different analytical tools at each stage, 
a picture has emerged of the body of work which allows for certain 
preliminary statements to be made. The focus of Antony Tudor's work is 
seen as directed towards the investigation and revelation of character, and the 
evocation of mood through dance-music relationships. In the process of 
considering the ballets in terms of identified components and characteristic 
features, and comparing them one with another, it has become apparent that 
Tudor did not adopt a formulaic approach to choreography but, rather, 
selected subject matter and materials, and treated these thematically and 
structurally in ways which were, to a large extent, individual to each ballet, 
within his range of preferences.
The extent to which questions of interpretation provide an illuminating route 
of enquiry is further revealed in Part 3 (Narrative, Character, Mood: A 
Gentle Unwinding of Passion), where the selected works have been analysed 
in greater detail through notated scores, in particular, and film or video. The 
notions of 'mood' and 'story' as descriptive terms to distinguish ballets from
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one another in terms of their subject matter are useful to a certain extent, as 
identified and explored in Chapters 7 and 8 especially, through consideration 
of temporal and spatial structures and their manipulation.
Tudor, as argued in Part 2, while exhibiting clear preferences, did not employ 
the same approach in the creation of different works, even when those works 
might be seen to embody related subject matter. This is borne out in the fact 
that the designations 'mood' and 'story' mark an effective distinction between 
ballets only at a certain level of analysis (Chapters 7 and 8). In looking at 
overall structures and the relationship of dance and music structures in 
Chapter 7, it has been revealed that 'm ood' and 's to r /  are indeed useful 
terms in that discussion, while at a more detailed level of structure the 
distinctions begin to blur and the ballets begin to show other relational 
tendencies.
In investigating aesthetic qualities which may be ascribed to individual 
works, it has been seen that ballets may be distinguished from one another at 
another level, sharing some qualities, while possessing others peculiar to 
themselves. In Chapters 7, 8 and, especially, 9 it has been shown how these 
aesthetic qualities arise out of the specific m anipulation of movement 
vocabulary, and dance-music relationships. Similar or related means of 
m anipulating m ovem ent are used in different contexts and w ith a 
comparably different range of possible meanings, and the picture which 
begins to emerge here, through consideration of aesthetic qualities and how 
they may be ascribed to dance, is of a m ulti-faceted approach to 
choreography resulting in a similar multiplicity of shifting moods and 
atmospheres. The rôle of music in the construction of meanings at a level of 
detail in single image, phrase or longer passage of dance is particularly 
significant, and is shown to operate sometimes in similar ways in both mood 
and story ballets, and sometimes, again, in ways peculiar to the individual 
ballet. This is discussed specifically in Chapter 9 in which a range of examples 
across the four ballets have been considered m this light.
The rôle of music comes to the fore again more strongly in Chapter 9, and 
opens up  further questions in offering, for example, the possibility of 
comparing some dance 'images' (that is, specific actions or progression into a 
held position, for example) with the compositional device of chromaticism in
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music. This is interesting in providing a point of contact between the art-form 
generally considered to be the most 'ab strac t, and the art-form  most 
definitively centred in the image of the hum an body (and, in the case of 
Tudor's choreographies, frequently the embodiment of a specific 'character). 
Tudor's sensitivity to music was undoubtedly instrumental in effecting a 
subtle layering of potential meanings in some of his choreographies through 
the shifting interplay of dance, drama and music.
Throughout the investigation, the position of this subjective reader is 
acknowledged, taking into account contextual m atters of time, place, 
experience, and so forth. Nonetheless, as Redfem (1983) points out, enough is 
potentially 'shared' for the individual subjective response to be 'plausible' and 
therefore valid, when clearly arising out of an informed perception of 
objective, discernible features in the dance and an understanding of genre and 
context.
Dark Elegies has remained, for the author, an enthralling experience, even 
after prolonged and close scrutiny of its structure and the detail of its 
component parts. Even up to and beyond the stage of annotating examples 
for inclusion in this text, further subtleties continue to reveal themselves in 
the detail of movement vocabulary, its relation to music, and its structural 
linking through time, not only in Dark Elegies, but also in Tardin aux Lilas, 
Pillar of Fire and The Leaves are Fading.
CONCLUSION
In talking about Tardin aux Lilas Tudor said that he himself had been all of 
the four central characters at some time in his life (in Lukey, 1972). The 
ballets of Antony Tudor need no explanation in terms of the choreographer's 
life and experience, however, since their subtle construction through the 
materials of dance, music and drama, resonate with human significance, and 
offer the possibility of engagement at different levels and with different 
degrees of complexity. As Wittgenstein said, the hum an body is the best 
picture of the human soul (in Tilghman, 1991, pl54).
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It is possible to see structural coherence in Tudor's work, the ways in which 
scenes and interludes merge, emerge and overlap in different ways, allowing 
shifting perspectives in meaning. It is also possible to characterise the 
individual components of dances, to identify the choreographer's 'source 
materials' and the way in which they are m anipulated to different ends in 
individual works, according the demands of the chosen theme.
Tudor's particular sensitivity to music and his understanding of its expressive 
potential, and his perception of and sympathetic attitude towards hum an 
experience, pervade his best work. The fabric of these ballets is shot through 
with those especially evocative, memorable and yet frequently inscrutable 
moments, whose derivation is difficult to identify, but which, nonetheless, 
add both 'colouri to the surface and trigger resonances beyond, which imply 
layers of possible meaning and significance. They go beyond drama, beyond 
music, and illuminate something of what it means to be human, in terms 
unique to dance itself.
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APPENDIX 
Outline of TudoPs professional career
1 Tudor as Choreographer
1.1 Ballet Qub/Ballet Rambert
Antony Tudor began his dance training with the principal aim of becoming a 
choreographer, as Cyril Beaumont has described (in Noble, ed., 1949 pl70). It 
seems that he did not share these plans for some time, however. Marie 
Rambert herself was surprised to find out later what his early ambition had 
been (Perdval, 1963 p6), and so was Maude Lloyd, a dancer who created 
leading rôles in most of Tudor's early ballets. She said that she did not know 
he was thinking about choreography because he never spoke about it; the first 
notion she had was when he suddenly asked her to try out a new step in the 
wings of a Manchester theatre - 'the first step I think he ever invented' (Lloyd,
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1984 p39). This would be in 1931, probably, and Tudor's first choreography 
was Cross-Garterid , presented by the Ballet Q ub in November of that year. ^
H is reticence about his real am bitions was understandable  in an 
inexperienced late starter in ballet, but this was also a characteristic of the 
man throughout his life, and seen by some as a protective barrier against 
possible failure (Perlmutter, 1991). It may also be seen as arising out of a 
sense of alienation to some extent, as mentioned in relation to certain 
characteristics of artistic work pertaining to modernism in Chapter 3.
Over the next few years, Tudor choreographed regularly for the Ballet Club, 
making his last work for the company. Dark Elegies, in 1937. During this 
period he also made Adam and Eve (1932) for the Camargo Society, various 
dances in plays and revues in Oxford and London, and dances in a number of 
operas at Covent Garden and Sadler's Wells theatres. He joined the Vic-Wells 
ballet in 1932 (many dancers 'commuted' between Rambert's and de Valois' 
companies in this period), but chiefly with the aim of choreographing for a 
larger stage and with larger resources, although Ninette de Valois did not 
allow him this opportunity except in the opera'Faust, by Gounod, in 1933.2
1.2 Dance Theatre
After Dark Elegies, Tudor left Rambert and formed his own company. Dance 
Theatre. This lasted only for its one week season in Oxford in the summer of 
1937, and was forced to disband because of an acute lack of financial 
resources. The venture was a joint one for Tudor and Agnes de Mille.^ For 
the new breakaway company, Tudor choreographed one new ballet. Gallant 
Assembly (1937), and de Mille contributed Some of her own solo work. The 
other major collaborators in the enterprise were Hugh Stevenson, designer 
and librettist, and Hugh Laing, dancer. Laing was later to design works for 
Tudor, including Tudgment of Paris the following y ea r.4
1.3 Television
Although the effort was a financial failure, Tudor did not return to Rambert 
afterwards.^ He had already begun to become involved with the new 
experiments in television, and made many, mostly small-scale, pieces for the 
medium. Maude Lloyd frequently danced in these, either in a pas de deux 
with Tudor, or in a solo, the most celebrated being Fugue for Four Cameras
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(made in 1937, soon after Dark Elegies) in which the fugal effect was 
achieved, not by introducing more dancers, but by using four cameras and 
multiplying the images of the one dancer.^
1 4 London Ballet
Tudor was also teaching and lecturing at Morley College and Toynbee Hall, 2 
and all these activities continued into 1938 when he formed the London 
Ballet. This company had a firmer base than Dance Theatre had had, in that 
Tudoris lecturing and teaching had established a connection with Toynbee 
Hall (which opened a new theatre in November 1938) as well as stimulating a 
wider interest in ballet. With a legacy of Hugh Laing's, support from 
individual patrons and voluntary helpers, and an ISTD commission which 
paid for the costumes of a new work, the company was able to open a season 
of fortnightly performances from December 1938 to April 1939. Among the 
company personnel were A.V.Coton, manager, and M argaret Craske, 
company teacher. The commissioned work was Soirée Musicale, first 
perform ed at a Cecchetti Society m atinee' and Tudor also made Gala 
Performance for the new company. Among other works was Tudgment of 
Paris but other planned new works for the season had to be abandoned for 
lack of time and funds. ^
At the end of the Toynbee season, the London Ballet performed at Covent 
Garden, where Tudor had been given a contract to choreograph opera-ballets 
(The Bartered Bride, La Traviata, Aida). The company also appeared on BBC 
television in Tudor's work in Shakespeare's The Tempest.
However, despite much plan-making during the summer for a new season, 
and meetings between Tudor and the businessman Harold Rubin, who had 
ideas for acquiring a theatre as a centre for dance, nothing definite for the 
future developed.
1.5 Ballet Theater
Tudor then received an invitation from Richard Pleasant, director of the 
newly forming Ballet Theater in New York, to join the company as
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choreographer and dancer.l^ When war broke out in September 1939, Tudor, 
among many others, believed it would be over in a matter of months. With 
the London theatres closed, the American invitation offered opportunities 
nowhere else available, both to keep working and to amass funds for the 
London Ballet. ^  1
He sailed to New York with Hugh Laing and Andrée Howard, who was also 
going to choreograph for the new company, and did not retu rn  to 
choreograph anything else in England until 1967. ^ 2
When Tudor went to America, he already had plans in mind for new 
w o r k s . I n  the opening season of Ballet Theater in January 1940 Tudor 
mounted three existing works: Tardin aux Lilas, Tudgment of Paris and Dark 
Elegies. The first piece he choreographed for the company was a new version 
of a ballet made by Fernandez in the first season, Goya Pastoral (1940), 
originally entitled Goyescas. The following year Lincoln Kirstein asked 
Tudor to make a ballet for his American Ballet Caravan. This was Time Table 
(1941), a deliberately slight work, because Tudor had other plans in mind.14
The result of these plans was Tudor's first major work for Ballet Theater, 
Pillar of Fire (1942). The ballet was one of those Tudor had been planning 
since he was in England.!^ The ballet was an extraordinary success, 
establishing beyond doubt Tudor's standing as a choreographer and, at the 
same tirhe, creating a new star in Nora Kaye who danced the leading rôle of 
Hagar.^^
Tudor continued his association with Ballet Theater until 1950 and made five 
more ballets for the company. After that, apart from mounting one work in 
1963, he did not renew his connection until 1974 when he was appointed 
Associate Director (the company had become American Ballet Theatre in 
1957), and made his last two ballets. The Leaves are Fading (1975) and The 
Tiller in the Fields (1978).
1.6 Metropolitan Opera Ballet
From the late 1940s on, Tudor worked with a number of different companies 
around the world, without a long-term commitment to any. The exception to
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this was his time with the Metropolitan Opera Ballet, with whom he worked 
from 1950 to 1963. However, although he arranged the dances in several 
operas for the company, and created two ballets for them (Hail and Farewell. 
1959, Fandango. 1963), his work was more focused towards directing and 
teaching; he did not seem to find opera work creatively r e  w a r d i n g .  few 
years after he left, Alicia Markova, then Artistic Director herself, invited 
Tudor back to mount works on the company. He produced Echoing of 
Trumpets (made for the Royal Swedish Ballet in 1963) and a new work, 
Concerning Oracles (1966), which developed out of a shorter piece made at 
Jacob's Pillow (Les Mains Gauches, 1951). Tudor had been teaching annually 
at Ted Shawn's summer school at Jacob's Pillow since 1946, and in the early 
1950s choreographed pieces for the resident company there (Ronde de 
Printemps. 1951, Trio con Brio. 1952, Little Improvisations. 1953).
1.7 Other professional engagements
Also in 1951, Tudor joined the New York City Ballet, as did Laing and Kaye, 
and he made two ballets for that company during his brief association with it 
(La Dame aux Camellias. 1951, and La Gloire. 1952). He left New York City 
Ballet after the 1951/52 season, and for the next ten years was mostly 
involved in teaching at Jacob's Pillow, the Metropolitan Opera Ballet School, 
and the newly opened dance department at the JuilUard School of Music, 
where he had been appointed Head of Ballet in 1951. His association with the 
JuilHard School continued until 1971, and during that time he choreographed 
several works on the students, two of which were later taken into the 
repertoires of professional companies (Sunflowers and  Continuo, both 
1971). 18
His visits abroad took him to Sweden in 1949 when he staged Tardin aux Lilas 
and  Gala Performance, and again in 1962/ 63 when he made Echoing of 
Trumpets and staged a production of Giselle. Plans for other new works had 
to be abandoned for lack of time, again; Tudor was still teaching in New 
Ymrk, and almost always needed a great deal of preparation time for new 
works.^^
He teve lled  to Japan, Canada, Cennany, Holland and Denmark s ta ^ r^  new 
^oductions of his work and, after the two ballets made in England in 1967
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and 1968, he visited Australia and made The Divine Horsemen (1969) for the 
Australian Ballet. Peggy van Praagh, a former dancer with Rambert and 
Tudor and co-director of the London Ballet with Maude Lloyd after Tudor 
had left England for New York, was by now  Artistic Director of the 
Australian Ballet, and Tudor visited Australia at her re q u e s t.2 0
In addition, Tudor mounted various of his works on different companies 
during the latter part of his career. Tudor's choreographic activities therefore 
embraced a range of contexts, beginning at the Mercury Theatre in London, 
w ith  its tiny stage and lim ited resources, and encom passing larger 
establishments with theatres and sometimes resources to match, in addition 
to television, füm, opera and musical theatre work, and work with students. 
Although his base after leaving England in 1939 was the USA, he also 
travelled widely, creating work in a number of countries, as well as mounting 
existing works on different companies round the world. His career ended, as 
it began, with ballets created on young dancers at a relatively early stage in 
their careers.
2 Tudor as Teacher
Tudor's teaching career began at the age of twenty-two with his first contract 
with Marie Rambert in 1930. This involved teaching junior students, but his 
teaching activities soon grew to embrace lecturing on various issues relating 
to dance and choreography. In 1930, he had had perhaps two or three years 
of dance training, latterly of a more intensive nature with several weekly 
classes with Rambert and private lessons with Pearl Argyle or Harold Turner, 
and later study with Margaret Craske.
No doubt because he started to learn late himself, Tudor evidently developed 
a more consciously analytical approach to ballet, through his own need to 
understand the underlying principles of movement rather than simply to 
accept and leam 'by rote' as would a child (Perdval, 1963 p20). Learning this 
way would undoubtedly stand him in good stead for his own teaching and in 
choreography. Agnes de Mille, who met Tudor at the Ballet Club and worked 
w ith him for several years, said that he was the first person to make her
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understand 'the principles behind the technique' (de Mille, 1951, 1987 p201). 
Marie Rambert commented on the creative aspect of his teaching
He was always adored by his pupils because, in addition to what 
they had from him as a teacher, as an artist he gave them such an 
enormous amount.
Perdval, 1963 p47
This was a point to be endorsed by students later in his career, too.
By 1937, however, Tudor had extended his teaching to include lectures on 
different aspects of ballet and choreography, in order to increase public 
awareness and understanding of ballet in the East End. A further stimulus, 
no doubt, was his own view of ballet as a composite art, requiring its 
exponents and critics to have an understanding of its component parts and 
their creative potential in relationship.
Peggy van Praagh was involved in this enterprise, and wrote
Tudor made us demonstrate a class, and explain haw a dancer was 
trained, and haw a ballet company operated.
Van Praagh, 1984 p60
Perdval has listed the titles of a further series of lectures given in 1938, during 
the setting up of the London Ballet
An introduction to ballet. Its origins. The development of classical 
ballet dancing. Period dancing and its influence on costume. Ballet: 
the synthesis of the arts. Music: its use, misuse and abuse. Ballet 
in composition. Ballet in rehearsal. Audience in performance.the 
completion of ballet. Ballet: the individual art.
Perdval, 1963 p20
Setting out these lecture titles in full demonstrates most clearly the range of 
Tudor's interest in the constituent features of ballet, and in its history .21
London Ballet programmes during the season also induded advertisements 
for The London School of Ballet, which offered classes every week-day, as 
well as dasses for children and amateurs, at Morley College and Toynbee 
Hall. Tudor is named Director of this school.
254
A ppntdix
In the autum n of 1939, Tudor left England for America, with Laing and 
Andree Howard. They were to join Ballet Theater which was forming for its 
first season early in 1940. Tudor was engaged as principal dancer and as 
choreographer, but in 1942 appears on the list of personnel as 'Professeur de 
Dance' [sic] (Cohen, 1960), so his duties now extended to include teaching.22
Muriel Bentley recalled Tudor's teaching in the early days of Ballet Theater, 
which gives a different picture from that presented by Rambert (above): 'With 
every class Tudor taught...someone went out crying' (Cohen, 1963 p60). Not only 
dancers, apparently - it could just as easily be the pianist, as Bentley said
Tudor had to have exactly the right music,and if he didn't get it, he 
simply asked the pianist to l e av e , an d  we did the rest of theclass 
to Tudor singing 'Onward ChristianSoldiers'.
p60
Bentley described the experience of his classes as 'frustrating' because 'he made 
us feel we weren't dancers' (p60), again underlining the rather different picture 
of Tudor the teacher. 24
Professional dancers and students did not necessarily see the same facets of 
his personality (see Maynard, 1987, below), however, although it is clear that 
Tudor's teaching methods and rehearsing methods were closely related, in 
the need to find an appropriate way to communicate his ideas and to draw 
the best from the people with whom he was working.
Suzanne Ames (1973) recalled a period when Tudor was teaching at the Ballet 
Arts School (Ballet Theater's school) and the Metropolitan Opera Ballet and 
School, during the years 1947-1953. Some of those classes would bring 
together students and established dancers such as Nora Kaye, Hugh Laing, 
Diana Adams. Students were strongly influenced, said Ames, by Tudor's 
'uniquegenius'. She described his ballet classes as 'a revelation in inventiveness'. 
Production classes, however, were 'where the real Tudor coaching was done', and 
dancers taught
hæv to act with the body -  through a gesture, a sigh, a glance, a 
walk -  expressing the dramatic meaning in movement by shaping
our breathing.^^
255
A ppm dtx
p58
In 1948/49 Tudor first visited Stockholm and the Royal Swedish Ballet. A G 
Stable said
He achieved several reforms - the most important being the 
reorganisation of the school. He encouraged dancers trained 
them himself and made plans for the future.
Cohen, 1963 p70
In 1950 Tudor took up the post of Director of the Metropolitan Opera Ballet. 
SalHe Wilson joined the company at the same time, and spent five years there, 
studying both with Tudor and with Margaret Craske. In an interview she 
described her experience
1 studied with them equally and I always considered Craske my 
teacher. Tudor was something else...he was an inspiration. His 
class was more choreography. Craske brought you back to the rules, 
and he broke the rules all the time. It was a wonderful combination.
Gruen, 1975b p40
The complementary relationship of Tudor's and Craske's teaching has Wen 
described by Klasina VanderWerf in terms of the different rôles of $e#cWK 
and choreographer
The teacher is true to a specific technique. The teacher sets down 
the law. The choreographer, on the other hand, has licence to break 
all the rules.^^ The choreographer uses the technical groundwork a 
teacher has established in creative and unorthodox ways.
VanderWerf, 1983 p30
In 1951, Tudor joined the newly set up Dance Faculty of the JuiUiard School of 
M usic, as H ead of Ballet. Here, he taught classes, gave lecture 
demonstrations and staged works for student concerts (Cohen, 1963). The 
benefits for the students of these complementary activities have been 
d^cribed  by Martha HiU, Director of the Dance DeparUnent
Since JuilUard students have enjoyed the privilege of 
working with Tudor in class and in production. They have taken 
into the professional field with them...a respect for the disciplines of 
the art and a recognition of true quality and style, which only a 
great artist-teacher can develop in apprentices.
Cohen, 1963 p68
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Remy Charlip studied with Tudor and Craske, and described them both as 
'extraordinary teachers'
I learned a lot of things like placement of the body from Margaret 
Craske and Antony Tudor. He was very witty, and I really 
enjoyed his classes except when I was the object of his attack, when 
I was terrified. He would come up to a boy, hold his hand and put 
it in some proper position for the ports de bras, then look down at 
his fingernails and say 'your fingernails are very filthy'. He had a 
way of demolishing people.
Charlip, 1974 p25
Tudor's teaching activities at Juüliard and the Metropolitan School continued 
for quite a number of years; the Metropolitan from 1950 to 1963, and JuiUiard 
from 1951 to 1971. Other teaching commitments took him occasionally to 
different countries around the world, including Germany, Canada, Japan and 
Sweden.
He spent several years - from 1973 until 1979 when he suffered a heart attack - 
teaching ballet and choreography at the University of California at Irvine 
(UCI). Olga Maynard pointed out the difference between Tudor the teacher 
of professionals and Tudor the teacher of students
As a teacher, Tudor had a different persona. Although his scathing 
wit was evident, he showed novice dancers a patience and 
tenderness unknown and unsuspected by professional dancers.
Tudor paid his students the supreme compliment: he set dances on 
them with such seriousness that some of his small works were later 
taken into the repertoire of professional dance troupes.
Maynard, 1987 pl8
In 1954, Selma Jeanne Cohen interviewed Tudor for Dance Magazine. She 
wrote
As a teacher he seems to expect of his students the kind of 
intellectual acuteness that he must apply to his awn work. Intricate 
combinations, unfamiliar coordinations make his classes unique.
Cohen, 1954 pl4
Tudor himself, wrote Cohen, believed in
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training the dancer in class to master all the physical coordinations 
he might require her to use on stage,
pl4
In the discussion which ensued about theories of teaching and choreography, 
Tudor explained that he had no theories, but would use whatever technique, 
device or approach seemed appropriate to achieve a given end, This might 
involve focusing on the music to help get 'the right quality of an adagio', for 
example.
Try it to a Mozart aria; sing the melody, and then dance it. He 
tried that once and it worked.
pl4
It might involve instead an explanation of the history of a step in order to 
understand its proper style. No one 'method' was a theory, but a useful aid 
in  one given situation, which might never be called upon again. Evidently 
Tudor would adopt different approaches in helping dancers to find the rij^ht 
'way in' to the ballet, considering how much, and what, to tell them about his 
ideas; whether to encourage them to find the meaning in the movement and 
the physical experience of performing it, or to discuss at great length the 
detail of character and personality first, letting the sense of the movement 
grow out of this knowledge and understanding. This is interesting in  its 
reflection of Tudor's attitude to choreography itself, and the importance 
attached to finding the right movement style and the right music for a work.
1 Despite Tudor's aim to be a choreographer and not a dancer, he did, nonetheless, 
perform with Rambert's company, the Vic-Wells Ballet, the Camargo Society, his own 
companies Dance Theatre and London Ballet, Ballet Theater (American Ballet 
Theatre), on television and in film, in opera ballets and other theatrical productions.
2  De Valois did not have great faith in Tudor's choreographic ability, nor was she 
seriously interested in recruiting an additional choreographer. Her aims focused on  
the development of a repertoire based on Frederick Ashton's work and her own, in 
addition to productions of recognised 'classics' of the nineteenth and early tw en t^ h  
century.
3 De Mille had her own recital programme stage-managed by Tudor, but also took 
cla$5€$ with I^mbert and danced the fourth solo in Tudor's ^ f k  Riegies (against
a$ it Wppened).
4  iaing was a <dosc friend of Todor's from the early Ballet Club days, who went with 
him io fhç and developed his own career there, f im t ^ a iW ^ # n d  a sa  
Albion phoh^rapher.
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AppauUx
1 udor experienced some frustration at different times in his career, over the amount 
of creative freedom and resources aiiowed him in his work. He began io feel that 
Rambert exerted a reshicting ijijluejice, hence die need tu break away willi D a n c e  
Theatre, and was evidently not prepared to return to a position which, he felt, 
inhibited his artistic development. In America later, Tudor was for a few years 
Artistic Administrator for Ballet Theater, and from 1950 to 1963 he was Director of 
the Metropolitan Opera Ballet and its school. In addition, he established a connection 
with the Royal Swedish Ballet as part-time Director and Artistic Advisor (1962-3). He 
was appointed Associate Director of American Ballet Theatre (as Ballet Theater was 
by now named) from 1974 until 1980, when he became Choreographer Emeritus to 
that company under Mikhail Baryshnikov. While this catalogue of posts indicates 
something of the status Tudor achieved in the artistic world, it also reflects a degree 
of rootlessness. He did not have a settled career within the framework of one 
company, for example, as his contemporaries Ashton and Balanchine did, and all the 
posts listed above involved responsibility which was inevitably shared with others to 
whatever degree. The only time in his career when Tudor had as much artistic 
freedom as he would like, perhaps, was when directing his own companies. Dance 
Theatre and London Ballet. His semi-serious remark in an interview (Ostlere, 1982 
p l2) that he 'wouldn't have minded being a conductor - you know, a dictator!' 
suggests that he did indeed look for a situation in which he could have maximum 
control, and in this he was repeatedly frustrated. See Chazin Bennahum and 
Perlmutter re his relationship with Lucia Chase at American Ballet Theatre, for 
example.
 ^ This area of Tudor's creative work is well documented by janet Rowson Davies:
Ballet on British TV 1933-39 Dance Chronicle vol 5 no 3, 1982.
^ Tudor's teaching was a significant part of his work throughout his career. It began at
the age of 22 with his first contract with Marie Rambert in 1930, which involved  
teaching class to junior students. Later, in America, Tudor taught both professional 
dancers (at Ballet Theater, among other companies) and students (for example at the 
Metropolitan Opera Ballet School and later at the juilliard School where he was 
appointed head of ballet). It is interesting to compare the different experiences of 
dancers and students in these contexts; see below and Chapter 2.
^ Originally commissioned by Agnes de Mille as a 'curtain-raiser' to her own recital
programme.
9 Opera Ball and Pavane for Three Cavaliers. Time was always a potential problem for 
Tudor, whose slow pace of working (with some few exceptions) was well known 
among colleagues (see Chapter 2).
10 Agnes de Mille, now back in America herself, recommended Tudor when Frederick 
Ashton had declined a similar invitation. Ashton was well established at Sadler's 
Wells, but Tudor had no such security and, although plans for further seasons for the 
London Ballet continued, the necessary resources were lacking.
To P e ^ y  vmr Praagh, whom he left in charge of the company, Tudor said ‘HI be back 
atQirisUms' (van Praagh, 1984 p62).
12 He made Shadowplav for the Royal Ballet in 1967, and Knight Errant for the Royal
Ballet Tourmg Company the following year.
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Appendix
One of these was Pillar of Fire. The ballet which never came to fruition was to be 
Kalevala. based on Scandinavian legends and intended to a score by Sibelius. Tudor 
had been hoping to make this ballet since the mid-1930s.
14
17
Time Table had a topical aspect in its story line (see Chazin-Bennahum p i06), and 
can be seen as a precursor, in this respect, to Jerome Robbins' Fancy Free (1944).
Hugh Laing said (Cohen, 1963 p79): 'He played the music far me in London I Schoenberg 's 
Verkldrte Nachi} and I told him he was a damn fool to try to use it. '
Pillar of Fire had a long and difficult gestation period, and a number of dancers have 
written about this; see Chapter 2.
His own article on the role of choreography in opera illuminates his ideal in this area 
of work: Movement in Opera, Opera News XXV 11/2/61 pp8-13.
One of Tudor's students at JuiUiard in the 1960s was Pina Bausch, of whom he later 
said 'if you want to know what's new under the sun, it's Pirn Bausch...I find her work 
absolutely astanishing' (Perlmutter, 1986 p26).
The need for time also included the necessity for having time to be with his chosen 
dancers; it was always important to Tudor to be able to work with 'sympathetic bodies, 
personalities, musicalities' (Rosen 74/5 pl5). Lloyd commented on his need to have the 
support of dancers who believed in him. Travelling to different countries and 
working with different groups of dancers often made this difficult.
20 The baUet was not a success, however, nor was the production of Pillar of Fire he
mounted in Australia. The above note is relevant here; Tudor, although given 
several months to work with the Australian Ballet, did not seem to find the 
environment sympathetic overall, the dancers were relatively inexperienced, and 
Tudor was not pleased with his work there (van Praagh, in Sexton, 1985 pi 54).
2  ^ Particularly interesting perhaps are the titles 'Music: its use, misuse and abuse' and 
'Audience in performance.' The former is one that might well be expected in view of 
the great importance attached to music in his choreography, and his often unusual 
choices of music. The latter suggests an early interest in the need for audiences to 
engage actively in the appreciation of ballet, which he refers to later in his career (see 
Chapter 2).
22 This title does not recur in subsequent years, but it is likely that his teaching 
continued.
23 Even Elizabeth Sawyer, Tudor's valued accompanist for many years at Juilliard and 
the Metropolitan Opera Ballet School, was subjected to this treatment on one 
occasion. She survived the experience, however, and was to write, in the 
Acknowledgements of her book Dance With The Music
this book could not have reached the point of conception, let alone 
realization, without my fortuitous and boundlessly stimulating association 
with Antony Tudor, in which 1 was exposed far many years to his ideas, 
wit, acuity, artistry, imagination, whimsicality, musicality and wily  
tyramiy.
S a w y e r ,  1 9 8 5  p  ix
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Ames, like Bentley, mentioned Tudor's ability to reduce dancers to tears: 
jibes were meant to loosen up the tension and help us remember the 
purpose of dancing, and they worked - sometimes tearfully, hut 
they worked.
Ames, 1973 p58
See the episode with Anthony Dowell, described in Chapter 2. Dowell was no! a 
student, but he was a young dancer at the beginning of his career.
See also Tudor's remark quoted above about the importance of 'proper breathing' 
(Rosen, 1974-5 pi 9).
2^ Tudoris encouragement of young dancers recalls his attitude to student dancers, and
to young dancers in other contexts. Although he could be excessively demanding at 
times, he could also be comparatively gentle and encouraging when he felt this to be 
appropriate.
22 This is borne out in the recollections of the dancers, for example Nancy Reed, who
said
Craske and Tudor alternated teaching days at the Met...One day Craske 
would give a set Cecchetti ports de bras, absolutely accurately, every count, 
every finger. Tudor would waltz in the next day and work variations on the 
same ports de bras.
VanderWerf, 1983 p30
The students, however, wrote VanderWerf
recognised that during his classes he was often experimenting, using theai 
to search for the right step, sometimes simply setting a step to determine if it 
were humanly possible.
p 3 0
This recalls Maude Lloyd's account of TudoPs 'first step' which  h e^ k fid  Jjerio Jtty 
out in the wings when on tour (Hunt, 1983 p6). It #l$o ve~^ifitms the  
u^ervutions rnade by students .and others (San^ardo, % m # rt, 
creative uspect of his class-teaching.
m
A dpm o, J.W., 1973. fhiloMipky pfM M km ^wic. Loo^pm^bgs  ^+ Vifa^ . 
A&ihW, J W) 1988. Pance AWyw: TWpg#*df 
AÆ^^©n, J.,1979. Pluace. NewYçw^ k: Newsweek ppçks.
Anthony, G., 1948. Studies of Dancers. London: Home & Van Thai.
_________ , 1980. Pancers to Remember. London: Hutchinson.
Austin, R., 1975. linages of the dance. London: Vision Press.
ÎUi^nchine,'G., 1977. #daachWe's B^tivalpf#aljet.
# m ies ,G ., 1977. American W Ie f  T h # # e . New Y o r k : # u # A m # # s .
Barnes, G .,and others, 1961. # l i e t  # e ie a n d  Now.
^ m n ., 1951. # r p n ^ # e # ü e L  London: Cpilins.
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